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	IL  BERLIONE
	Il Berlione
	1992
	55:03
	free-fusion

label: Belle Antique (Tokyo)

Японская импровизационная инструментальная музыка; помимо того, что японцы исполняют её “со своей колокольни”, к обычному набору  [sax], [g], [b], [k], [d], добавляются японские народные инструменты.

	Dieter  ILG
	Summerhill
	1991
	44:40
	fusion

label: Lipstick Records

Mike Stern (см.) [g]; Bob Berg (см.) [sax]; Randy Brecker [tp]; Jim Beard [k]; Dieter Ilg [b]; Peter Erskine [d].

  THIS ALBUM FEATURES THE BEST OF DIETER ILG IN MANY MOODS AND SETTINGS. IT SHOWES THE WIDE SPECTRUM OF MUSIC IN WHICH HE IS CAPABLE OF PERFORMING AND SHOWCASES HIS STUNNING ORIGINALITY AS A SOLOIST. ONE CAN TRACE THE LINEAGE OF BASS DEVELOPMENT FROM PAUL CHAMBERS TO RON CARTER, TO EDDIE GOMEZ AND JACO, THROUGHOUT THE BREADTH OF ONE OF DIETER’S SOLOS. ONCE AGAIN, TECHNIQUE IN ABUNDANCE MEETS GREAT TIMING AND IDEAS ENDLESSLY FLOW1NG ‘INSIDE AND OUTSIDE’ THE CHANGES.

THE FACT, THAT SO MANY GREAT PLAYERS HAVE AGREED TO PERFORM ON THIS ALBUM SHOWS THOSE STILL UNFAMILIER WITH DIETER lLG, THE ESTEEM IN WHICH HE IS HELD IN HIS AMERICAN PEERS. FOR ME, THIS WAS THE CHANCE TO REPAY DIETER FOR ALL THIS FINE MUSICAL MEMORIES HE HAS GlVEN ME AS A PART OF MY BAND.       Randy Brecker

	The  INCREDIBLE  ISTANBUL GIPSY  BAND
	Rembetiko Jazz Oriental Classic Percussion
	1995
	38:15
	label: Feuer & Eis

recorded: 1994, Istanbul

Ayhan ‘Balik’ Kucukboyaci [def, darbuka, bongo, davul]; Efkan Ucdagliyigit [kanun]; Sabahattin Usluer [ud]; Bulent Koyuncu [kaval, zurna]; Suleyman Sungu [g]; Rusen Ozben [b]; Suat Diril [cl]; Ergun Senlerdiyici [tp]; Murat Sakarya, Veysel Nazlitas, Yildirim Doganay, Gokcan Senasik [violins].

  So what, really, is Gipsy music? Spanish flamenco? Hungarian Czardas? Anatolian Oyun Havalari? Roma and Sinti music has shaped many different styles. If  «Gipsy music» means an exceptionally lively and soulful way of handling music, then perhaps the «Incredible Istanbul Gipsy Band» can be said to achieve Gipsy music in the true sense: with a bubbling display of musical pyrotechnics that ranges through all tones and styles.

The capacity for improvisation, playful re​ferences to diverse musical traditions and instrumental musicianship are what distinguish many «Gipsy musicians». This band from Istanbul translates these con​cepts into a consistent reality, assimlilating classical styles and Jazz with the shephard'’ flute and the trapezoidal zither.

The Incredible Istanbul Gipsy Band’s in​strumental diversity has its origins in two musical cultures: The Kanun, or trapezoi​dal zither, the Arab lute, or Oud, and the fiddle, or Keman, are played in the classic at Turkish musical tradition («sanat muzik»). The folk music of Turkey (and also of the Balkans) includes trumpets, clarinets, the shepherd’s flute («kaval») and the oboe («zurna»).

The history of the Turkish Roma, of Gipsy people, is shrouded in the mists of time. They certainly came to Anatolia before the Turkish tribes (the Seljuks and the Osmanli), possibly arriving there around the year 1.000, or even several centuries earlier, from Northern India. Only in the early 14th century did a few groups begin to move further westward into Europe. 

As in many parts of Europe, too, the Roma people of Turkey (the «cingene») have only a lowly status. At the same time                    it’s more or less an open secret that virtually the majori​ty of Turkish instrumental musicians are of Roma origin.

In Autumn, 1993, the Roma band appea​red in public forthe first time under the title of the eponymous film, «Time of the Gyp​sies». The occasion was a coming together of studio musicians, who had played with numerous pop and folk stars and were determined not only no longer to conceal their origins but to actively celebrate musi​cal landscapes in them. Their hearers were astonished and delighted by a bawdy journey through musical landscapes, the likes of which has seldom been heard on the Istanbul club scene (before their one month season, that is!).

  --- Birger Gesthuisen

	Pasquale  INNARELLA
	Discanto
	1994
	53:45
	label: Le Parc / High Tide (Italy)

Pasquale Innarella [french horn, t s]; G. Schiaffini [trb, tuba]; Daniel Studer [double b]; E. Fioravanti [d, perc].

Не-шумный и не-навязчивый авангард, близкий к минимализму.

1. Discanto

2. Guitti

3. Tecnolifanti

4. Improvviso I

	The  INTERGALACTIC MAIDENBALLET
	Square Dance
	1990
	47:45
	label: enja

John Zorn (см.) [a s]; Harald Haerter [g]; Roland Philipp [s]; Thomas Jordi [b]; Jojo Mayer [d].

  Мощный Jazz-rock-funk в духе позднего Miles Davis’a. Среди лучших в этом стиле,  можно указать тж. Blue Box (см).

	The  INTERGALACTIC MAIDENBALLET
	Gulf
	1994
	53:35
	label: enja

Harald Haerter [g]; Thomy Jordi [b]; Jojo Mayer [d]; with: Eddie Harris [t s], David Liebman (см.) [s s], Klaus Dickbauer (см. c Vienna Art Orchestra) [a s, cl]; Michael Gassman [tp]; Walter Jauslin [k].

  They are a much-needed shot in the arm for contemporary instrumental music (notice, I never said ‘fusion’). A ton of music flies by on this disc, all delivered with a potent blend of chops and attitude. The vibe changes from track to track and it stays authentic throughout. One moment you’re luxurating in the warmth of an acoustic jazz quintet hitting a mellow after-hours accord (#4), the next moment you’re knee-deep in real-deal funk with no less than Eddie Harris throwing down on  tenor sax (#3). And there’s much, much more. You’ll go from a fragile, chamber-like ballad to rock bombast in the space of one tune (#2), and you’ll catch a taste of James Blood Ulmer (#8) along the way before winding up with a bit of slamming hip-hop energy in your face (#6). No, these jazz-trained homeboys are not from New York or Chicago or the Berklee School of Music. They hail from Zurich, Switzerland and they’re serious about their musical mind-and-match vision. They do that with style and guts on ‘Gulf’, their third CD. Formed in 1987, The Intergalactic Maidenballet has been more and more built up around the musical relationship between Haerter and bassist Thomy Jordi. The two established a tight chemistry together early on, both as players and writing partners. [...] “My vision,” says Haerter, “is really to put all the things you hear on this record together stylistically. I really want to have the broadness we represented here. My influences are diverse because I play a lot of straightahead jazz gigs as well as straightahead funk bands. So I really want to put all of this music into the concept  for this band.”  In terms of a direction for The Intergalactic Maidenballet, Haerter feels like “we’ve grown up harmonically. We were more modal-oriented three years ago at the time we did our last CD. We played more funk-oriented stuff with a lot of wild, free-blowing solos going on, which was coming a lot more out of John Zorn’s element. But now we’ve composed some tunes with more harmonic movement and that has influenced the style of playing a lot solo. It’s not as free anymore. I take more care of chord changes this time. It’s still free in a way but I think we all tried to play over the changes too.”  Born in Zurich on July 12, 1958, Haerter began playing guitar at age 15 and immediately came under the spell of Django Reinhardt. He spent a period of time immersed in music of the Swing Era before going on to check out players like Joe Pass and Jim Hall, gradually working his way to more modern players like John Scofield and John Abercrombie. “And somewhere along the way,” he points out, “I began to find my own harmonic sistem, my own sense of phrasing on the instrument. Basically, I’m trying to melt it together; take the phrasing I picked up from studying the old-time guys like Django and Joe Pass and find a way to connect it to the more modern phrasing and more sophisticated harmonic stuff we hear from John Scofield and Dave Liebman.”  As for claims that Haerter’s playing is a little too close to Scofield’s sound for comfort, he says, “It’s true that I studied with him and was influenced by him a lot.  And it’s true that I also play the same type of guitar, a semihollow Ibanez. But I really think this guitar gives the perfect tone for that kind of music because you can really phrase in a jazzy kind of way. It’s not as much distorted as a lot of modern guitar sounds are. You can’t phrase if you have too much distortion. But with this guitar I can get a singing tone with just a little distortion in it, which is exactly how I like to articulate my melodies. They sing and still they have this jazzy phrasing coming through. So the basic tone of the guitar might be familiar but I think I’ve come up with an individual style of playing with that tone.”  He has indeed. And Haerter’s and Jordi’s composerly vision takes the band into some territory that is wholly unique.  

–Bill Milkowski, Down Beat

1. Blow  /Haerter-Jordi/ 7:37

2. Gulf  /Part I: Haerter, Part II: Jordi/ 6:24

3. Octa  /Mayer/ 6:18

4. Mute  /Herter/ 8:44

5. Live  /Haerter-Jordi-Mayer/ 3:36

6. Exit  /Jordi/ 7:38

7. 1001  /Jordi/ 8:14

8. Blood  /Urs Brendle/ 4:35

Harald Haerter – guitar

Thomy Jordi – bass

Eddie Harris – tenor sax (3)

Dave Liebman – soprano sax (2,4)

Klaus Dickbauer – alto sax, clarinet (1.3.6.7.8)

Michael Gassmann – trumpet (1)

Lauren Taylor – rap (6)

Jojo Mayer – drums (3.5.6.8)

Tellsque C. – drums (1.2.7)

Ernst Stroer – percussion (1.2.7)

Norbert Pfammatter – drums (4)

Christoph Stiefel – keyboards (3)

Andy Hermann – piano (4)

Water Jauslin – keyboards (7)

Recorded at Powerplay Studio, Maur near Zurich, Switzerland on March 15-18, 1994.

“Live” was recorded on October 18, 1992 at the “Schuur” in Luzern, Switzerland.

	The INTERNATIONAL CONSPIRACY – см.  Marc RIBOT
	
	
	
	

	IR VISA TAI KAS YRA GRAZU YRA GRAZU
	Greetings To Falkenhann
	1996
	60:01
	free-jazz-folk

label: Bomba Records (Vilnius, Lithuania)

http://www.omnitel.net./bomba 

1.
THE BEGINNING

2.
FIESTA

3.
INSIGNIFICANT AGREEMENT

4.
THE KNOT

5.
THE RAGING PLAGUE

6.
VIRUS OF FULL MOON

7.
THE CREED

8.
NO WAY BACK

9.
GREETINGS TO FALKENHANN

I.V.T.K.Y.G.Y.G. (AND ALL WHAT IS NICE IS NICE):

ARTURAS SLIPAVICIUS - electric guitar, rubaba, vocals, haruspik.

VACLOVAS ROTOMSKIS - drums, cackle, kaziukas, haruspik, kitchen kerbs.

GEDAS SIMNISKIS - bass.

RIMAS SLIPAVICIUS - alto haruspik.

BARAS - vocals.

ARA MARIJA - vocals, keyboard fazer, flute.

ARTURAS MARTINAITIS - bass saxophone, alto saxophoe, keyboard.

DARIUS KODIKAS - tenor saxophone, vocals, haruspik.

VAIDAS MARTINAITIS - cornet, vocals, cackle, bass haruspik.

SPECIAL THANKS:

VYTAS LABUTIS - soprano saxophone

RYTIS KAMICAITIS - tabla

ARVYDAS SKERNEVICIUS - sound engineer

Recorded by "ARKA" RECORDS in 1996

The group of young Vilnius artists sharing comes an interest in contemporary music, free jazz, avant-garde rock of 70’s and folklore started jamming together in 1987. Few years later they debuted under incredibly long name IR VISA TAI KAS YRA GRAZU YRA GRAZU. The music was mix of various pieces played mostly on acoustic instruments, including uzbekian rubaba, mandolina and Lithuanian skuduciai. The band played in many art festivals and actions. The most significant was joint concert with well known conceptual industrialists ZGA (см.) in Riga, in 1990.

This album is the first by I.V.T.K.Y.G.Y.G. released on CD.

	IRVING STONE MEMORIAL CONCERT
	(2 CD)
	2004
	71:16 65:25
	label: Tzadik

Irving Stone was a fix​ture on the downtown music scene since the mid-seventies. Every musician knew ana respected this longtime music afficionado, and his untimely passing in June 2003 was a great loss to the community.
This special 2CD set features highlights from the touching twelve hour memorial concert held at Tonic. Heartfelt performances by many of the greatest names in the down​town scene, musicians whom he loved and that loved him.
All profits from this set will go to the Irving & Stephanie Stone Trust.

Composed and performed by:

Andrew Barker; Joey Baron; Louis Belogenis; Tim Berne; Karen Borca; Rob Brown; Roy Campbell; Greg Cohen; Sylvie Courvoisier; Lesli Dalaba; Robert Dick; Trevor Dunn; Ellery Eskelin; Mark Feldman; Erik Friedlander; Satoko Fujii; Yuko Fujiyama; Charles Gayle; Annie Gosfield; Shelley Hirsch; Wayne Horvitz; Susie Ibarra; Roger Kleier; Masahiko Kono; Andy Laster; Matt Lavelle; Okkyung Lee; Tony Malaby; Sabir Mateen; Ikue Mori; Oscar Noriega; William Parker; Tom Rainey; Marc Ribot; Herb Robertson; David Sewelsen; Chris Speed; Stephanie Stone; Steve Swell; Craig Taborn; Charles Waters; David Weinstein; Kenny Wollesen; John Zorn.

I will never be able to repay the two of you for instilling in me a feeling of confidence, in that a couple with your listening experience would have felt the noise made by us brats was worth checking out.
—EUGENE CHADBOURNE

In many ways the Stones were surrogate parents for me, and for an entire musical scene. They were among the first to attend our concerts, digging on what we were doing before anyone even knew we existed, and they were the very first to return for more, much to our surprise. Their support and enthusiasm gave a newly emerging scene the feeling that what we were creating had value and meaning. Many people assume that creative artists have an inborn sense of their own worth, a messianic belief in themselves. Nothing could be further from the truth. We are all plagued by doubts and insecurities, and suffer from the very human need for love and understanding. The Stones gave us all of that and more. They were instrumental in nurturing a group of young musicians who were passionate yet misunderstood, and as it turned out, were soon to make a powerful impact on the international music scene.
One of my most treasured performance memories is of a solo concert held at my old apartment on 430 Lafayette Street back in 1976. Three people were present: Kazunori Sugiyama, who has been my friend ever since and is my partner in Tzadik, and the Stones. Who could ask for a more perfect audience... or a more inspiring one? 

—JOHN ZORN

Stone was one of the biggest supporters of the long-time downtown scene/family. I met Irving and Stephanie Stone at Studio Henry in 1979, a small, rather funky basement space on the corner of Morton and Bleecker Streets in the West Village. Fred Frith played one of his first gigs in NYC there with Eugene Chadbourne and this is where I first encountered John Zorn, Wayne Horvitz, Tom Cora, David Moss, Derek Bailey, Haino Keiji and many other members of the early downtown scene. I was amazed to find this friendly couple (older than my parents) there for every gig, checking out and digging the strange sounds of this little known scene. We became close friends and they have remained as constant supporters of this music some twenty plus years later. The Stones are the spiritual parents of this vast downtown family. When the Stones were in the audi​ence for a gig, you knew something special was about to happen. 

—BRUCE GALLANTER

Irving was a very good friend of many musicians and a wonderful human. He and his wonderful lady made it to almost any concert, under any condition! I as well as we will miss him greatly, but his Spirit will be with us all until we join him!
—SHAKU JOSEPH JARMAN

Irving was music... he loved all music... along with his wife, they were the couple who heard me the most... over the last 25 or thirty years... they came to hear every band I performed with... Irving loved the music and I remember his smile 

—OLIVER LAKE

Although you were quite a bit older then we were, we connected on such a level that we were taught to be blind to age. —BOB APPEL

IRVING STONE
-- by Ben Ratliff
Stone was always involved with jazz. He followed the big bands in high school, and was President of the Jazz Appreciation Society at City College. In the 1940s he was a fan of the New Orleans jazz revival, hanging out at the Commodore Music Shop. After his Army discharge in 1945 — he served in Germany during World War II—he befriended cornetist Bunk Johnson. By the 1950s he had caught up with the new music. When Thelonius Monk played the Five Spot in 1957, Stone was there three or four nights a week. In the 1960s, he was close to Ornette Coleman, quietly financing his 1962 Town Hall concert. […]
Ladies and gentlemen, Irving Stone

-- by Irving Stone (as told to Kevin Whitehead)
I was born in 1922 and have lived all but the first two years in Brooklyn. When I was small, we had a windup Victrola and my father pushed Enrico Caruso and the rest of the Victor Red Seal gang pretty hard. It didn't take.
I got into what can loosely be called jazz in my mid-teens. Like most people I started out with what was on the charts —Benny Goodman, Glenn Miller, Artie Shaw. Then some elitists — I'm especially indebted to a Saturday Evening article by Shaw —hipped me to black orchestras like Ellington, Lunceford and Basie, and I was off on a 55 year trip to Ragoonyville. It appears to me most people start listening to popular music in their mid-teens and stick with what's happening until their marriage and/or the birth of their first offspring — like my friend Herskowitz, who only listens to Duke Ellington and to his Commodore records. In 1940 I was a moldy fig and proud of it. I got quite involved in the New Orleans, Dixieland and Nicksieland subdivisions of jazz. This detour took quite some time but by 1949 or 1950 I was headed forward. Ultimately I caught up. I started out by listening to the great swing solo players (Lester Young, Coleman Hawkins, Roy Eldridge, Earl Hines et al). I got into bebop quite late in that game although I did hear Brownie, Chet Baker, Bud Powell, Dizzy and such.
By 1957, I was by my capricious standards "caught up" to the happenings. I heard Monk and Coltrane three or four nights a week at the Five Spot. (It's hard for me to listen to people play Monk now, because often they don't play it "right." I can't listen to Steve Lacy, it's too much like correcting high school papers: "Wrong. Wrong. Right. Good, got one.") I never married until 1975, which allowed me the leisure of extensive music listening. My wife, who used to sing and play piano on 52nd Street as Stephanie Stuart, is as music mad as I am, so these days we rarely miss a Charles Gayle or John Zorn gig.
The Commodore Music Shop on 42nd Street had been open only a little while when I started hanging out around 1940. I'd loiter listening to records; you took a record into the booth, played it three or four times, and then bought it if you needed to hear it a fifth time. But I was penniless, or close to it. Four or five days a week, I'd also go up to the studio where pianist Art Hodes had a daily radio show on WNYC. He was only thirty-seven then! He'd carry on to us young-uns about being the true representative of the great black tradition. After awhile I started listening to what he was playing, and decided he was limited. He had that purist philosophy: true jazz is the one and only jazz, like Wynton carried to an idiotic extreme, from this vantage point.
So I got into Bunk Johnson. He was obviously better: darker, older, he played in that ensemble style. When I got out of the Army I first saw him in 1945 at the Stuyvesant Casino on Second Ave. around 10th Street, and pretty much hung out there whenever I could. 

In 1947, right before he made those records that eventually came out on Columbia, Bunk was staying with Bill Loughborough. Someone invited me over one night. There was some food, some philosophy: Bunk talked a lot about how Kid Ory was a shit. "I'm gonna get a stick and beat him up everywhere but on his tongue, then tell him a joke and when he opens his mouth, beat him up there too." Bunk was worth hanging out with. He was crazy.
Me was sitting there with his horn in his hand and the New York Times open in front of him. He saw an ad for the movie My Wild Irish Rose, so he started playing about ten choruses of the song based on its chord changes, not the melody — something very different and more modern than his usual style. "Why don't you do that all the time?" someone asked. Bunk said, "It's too difficult for the people."
Musicians are basically intelligent. Good musicians may not be educated or verbal, but they're not stupid. Do you really know any stupid musicians? I've befriended or hung out with such luminaries as Georg Brunis, Danny Barker, Cecil Taylor, Roy Campbell, Shelley Hirsch, Bill Frisell, Matthew Shipp and John Zorn. But I hung out more with Ornette than anybody, back in the mid-1960s when he had his trio with the late David Izenzon on bass and Charles Moffett on drums.
One weekday night in 1963 David Izenzon had a gig with the Symphony of the Air. It was to be an all-Brahms program at Carnegie Hall. David had a few comps and Ornette decided he would like to attend "one of those things" as he put it. I decid​ed to pass on the concert but rode along with them in David's truck. As we made our way uptown Izenzon and Ornette talked about the function of the string bass in the symphony orchestra.
"Are you the first bassist in the orchestra?"
"Not really."
"Well which one are you?"
"Well there are nine of us and I am somewhere in the middle, like four or five. But there really isn't a first man, we all play the same thing."
"What!" Ornette said. "When the first man plays a Bb what does the second man play?"
"Bb," David answered.
"What do you play?"
"Bb"
"You mean all nine of you play Bb?"
"That's right."
Ornette looked out the window. "Sure makes for a heavy Bb"
We made it without further incident from the Lower East Side to Carnegie Hall, and David went backstage to get into his symphonic garb.
This left me and Ornette in the lobby where we were carrying on a conversation in our normal slightly manic fashion. After about ten minutes of this Ornette said to me, "Alan, do you notice that everybody who has come into the lobby looks unhappy? There hasn't been anyone who looks the least bit happy. But they're coming to hear music they love or they wouldn't be here." to which I replied, "What do you want from these people? Brahms is dead." next time, I'll talk about how Ornette got to the Lenox School of Music in Lenox, Massa​chusetts in 1959. I see these columns as foot​notes to history, anecdotal comedy, a chance to promote my musical philosophy, whatever. I want to argue with Wynton Marsalis one way or another, sooner or later. As Duke Ellington said, music is either good or bad—it's not about how it don't mean a thing if it ain't got that swing.

	ITALIAN INSTABILE ORCHESTRA
	Live at Europa Festival Jazz, Noci and at Festival International du Jazz, Rive-de-Gier
	1992
	73:25
	free jazz - Один из самых мастерских и самых хулиганских и весёлых итальянских проектов. Фестивальный фри-джазовый супер-бенд, состоящий из звёзд – композиторов и импровизаторов, проживающих в Италии. При том, что на европейской сцене современный джаз представлен итальянцами мощно, вы можете рассчитывать на безусловную интересность этого проекта.
label: Leo

INTRODUCING THE ITALIAN INSTABILE ORCHESTRA..

On a musical level, the Italian Instabile Orchestra can already take its place beside Europe's best: the London Jazz Composer's Orchcestra, Globe Unity (см.), the Berlin Contemporary Jazz Orchestra, the ICP Orchestra, the Breuker Kollektief, Kenny Wheeler's Large Ensemble, Louis Sclavis's Creation Indigene, Edward Vesala's Sound and Fury... Yet it differs fundamentally from all those august associations in that it is a genuinely democratic unit. Minafra (см.) formed the band, yes, and has invested much time and energy into making it work, but he is the" leader" only when the guys are playing his tunes; the metaphorical baton changes hands with rapidity. As each composition succeeds the last, the listener is propelled from one sound-world to the next: there is no Instabile "style".

Part of the Instabile "miracle" (Pino's word) lies in the fact that the orchestra has united musicians of wildly differing temperament. The rascallish circle of players around Mario Schiano, unrepentant and unreconstituted free jazzers, might seem, on the face of it, to have little in common with the rigorously-disciplined and more "composerly" world of Giorgio Gaslini, say, or Bruno Tommaso. But those who once considered themselves agents of rival camps are united now in the great Instabile adventure, and new friendships have been forged inside the Orchestra. Most of the musicians are bandleaders in their own right in Itlay, some have playing associations that go back decades. Alongside the innovators of the free scene, there are also relatively new talents, among them trombonists Sebi Tramontana and Lauro Rossi and trumpeter Alberto Mandarini -- potentially important players of the Next Wave. This, then, is the Italian Instabile Orchestra. Seventeen Italians -- and a Scotsman. Dumfries-born French horn player Martin Mayes is a resident of Turin.

SIX COMPOSITIONS

Paolo Damiani's "Detriti" is a collage drawn from the detritus of memory, its themes comprising music remembered and half-remembered, musical fragments from the pen of the cellist-composer and old associates such as Gaslini (a section of his" Murales"), and Manfred Schoof (a flash of "Horizons"). It's an open piece built for improvisors, with much "furioso" marked in the score. That's Paolo himself singing to strummed cello accompaniment at the beginning of the piece. A string trio leads towards a tremendous solo by violinist Renato Geremia, after which the composition explodes in several directions, its intensities heightened by some swirling Gaslini piano, Mario Schiano's bittersweet alto and brief solos from Pino Minafra and Giancarlo Schiaffini. There's a circus music episode, a march, much hyperactive nerve-plus playing and swooping glissandi, and a section in which numbered fragments are rearranged according to Damiani's cues (the piece is thus different nightly). When the wildness is reined in, Mario half-sings, half-declaims five choruses of a song text in his inimitable, tonally-free manner, like a psychedelic Chet Baker. (The lyrics, incidentally, derive from the Italian translation of Peter Handke's screenplay for Wim Wenders's Der Himmel uber Berlin.) Then the band takes it out, fortissimo.

I asked Eugenio Colombo if he had a special relationship to the hippopotamus that gives" Ippopotami" its title. "Yes ", he answered, deadpan, "we are both vegetarians". "Ippopotami" is both heavy and humourous, like its namesake. It juxtaposes improvisation and tightly written sections. Saxes swarm and gibber at the Intro, a snatch of carnival music rises up, like a village band on a romp, then fades for Daniele Cavallanti's tough tenor, supported by Bruno Tommaso and Tiziano Tononi. Alberto Mandarini's trumpet takes the next break, against the high drama of Vincenzo Mazzone's tympani. Martin Mayes, Lauro Rossi and Giancarlo Schiaffini join the action. The village carnival band returns and completes its celebration. Nothing in this compact piece gives a clue to Colombo's other identity as a soloist in the straight music tradition, playing Berio, Sceisi and so on. The didgeridoo of Pino Minafra opens Giancarlo Schiafflni's " La Czarda Dell 'Aborigeno' answered by the overtone singing of Sebi Tramontana, which has a vaguely Tibetan/Mongolian cast After which, we're launched into a Hungarian dance -- led by flute and violin -- in 10/8 time, like a jumping salterello and with a strong medieval feel nicely emphasized by the percussion (Vincenzo Mazzone's use of tympani and bass drum is particularly helpful here). The sense of a drone implied by the didgeridoo recurs throughout the piece, and is reworked in the solos of Martin Mayes and Carlo Actis Dato (on baritone). The final neo-Hungarian theme, again led by the violin, is in 7/4; the alto solo near the end is by Mario Schiano. Schiaffini is a fascinating composer; each of his works is a self-contained universe, bearing little or no resemblance to its predecessors. (He and Bruno Tommaso are both represented on an interesting sampler of contemporary music, Nuove Forme Sonore, on the Italian Edipan label.) "La Czarda..." is, by his standards, a "simple" piece. "We are improvisors firstly, so I did not wish to propose anything too complicated." The orchestra has also performed his "Tuba Libre", a strange, fragmentary voyage into Latin music. Giorgio Gaslini's induction into the Instabile Orchestra in 1991 took Italian observers by surprise. For more than 40 years, Gaslini's been his own boss, but enjoys his new job as the Instabile piano man; "It's no problem," he stresses. "This is a very sympatico collection of composers. I like to play on their pieces." The writers featured here are not exactly strangers to him. Bruno Tommaso and Paolo Damiani both played for years with Gaslini, and Eugenio Colombo was in one of his groups. Master clarinetist Gianluigi Trovesi is also a Gaslini alumnus. Georgio's "Pierrot Solaire" is that rarity, a piece of "serious" music that is also good humoured. " Pierrot Solaire", obviously, is the sunny counterpart to" Pierrot Lunaire". In opposition to Schoenberg's morbid and cynical, violent, moonstruck clown, Gaslini proposes a Mediterranean Pierrot, an up-to-date Dadaist, who lolls on a rooftop beneath bright blue afternoon skies, serenading the womenfolk who pass. In the work's third movement he asserts his independence of petty rules and regulations with a mad penny-farthing ride through the modern urban jungle, heedless of the flashing semaphore of traffic lights. "Pierrot's message", Gaslini says, "is that the most important things are fantasy and the love of life." "Pierrot Solaire", part of a large constellation of Gaslini compositions entitled "Masks" is in three movements, labelled "Pierrot Fanfare", "Pierrot Rondo", and "Pierrot Cyclo". All three movements are built around a recurring motif of seven notes. The fanfare section is announced with Gaslini's own free piano. The big band weighs in, skilfully negotiating the complex layered time. Guido Mazzon has the first trumpet solo. The fanfare concludes with a blast of blues from the brass, capped with a classic big band riff a la Kenton, Ellington, Basie. Onward into the rondo. The" love song" opening this movement features a wonderful dialogue between Renato Geremia and Mario Schiano. The third movement has the percussionists obeying instructions to think "cyclistically", playing accents like the flicker of spokes. It moves into a nice asymmetric dance with wah-wah horns, reviews the material of the whole piece in little flashbacks, and finishes with a big gong stroke. Bravo!

Pino Minafra's "Noci....Strani Frutti" reflects its author's wit and energy and is in large measure an autobiographical work, with sub​sections alluding to India and Africa and to early music, military bands, Stravinsky, and more. Why India and Africa? "I feel a close connection to these places. I don't think I'm really a European.. Maybe I was a Moroccan in a previous existence". "Noci", the orchestra's birthplace, translates as "nuts" -- "strange fruit" indeed, and the allusion to jazz history in the title need not be further explicated. Pino cheerfully describes the free opening, with its wild tangled strings as " noisy". Excellent flute by Eugenio Colombo dominates the "India" section The "African" episode has the brass trumpeting like elephants. Mazzon and Mandarini duet over the march rhythm. The text shouted by Carlo Actis Dato (sporting large rubber ears) is a tale of stormy Latin love, ironized by the (very, very) circus feel of the big band riffing, furiously conducted by Pino with every inch of his body, and the most comprehensive hip-wiggling this side of Tom Jones. Daniele Cavallanti takes the unaccompanied baritone solo at the end. "Noci.. Strani Frutti" habitually brings down the house, as they say, wherever the Instabile Orchestra plays. "I Virtuosi di Noci" is dedicated to the players of that town, "particularly Gianluigi Trovesi and Eugenio Colombo", says composer Bruno Tommaso. The piece is "about a Mediterranean tour"-- from Italy to Italy. "It's not an intellectual piece", Tommaso cautions, a man who in his time has composed quite a few intellectual pieces." It is 'natural music' written for the personalities of the soloists. Another orchestra couldn't play it." Lapping waves of sound -- detailed with elements of the material to come -- begin the work. The countryside of Southern Italy, effectively a stone's throw from Greece, is symbolized by use of the Phrygian mode (which tends to make me think of Kenny Wheeler, but that's another matter). Eugenio Colombo takes a very strong, spiralling solo on soprano, followed by some quite incredible Gianluigi Trovesi clarinet, against ever-changing sound colours from the orchestra, at first out-of-tempo and then in tempo, but continually accelerating. A section for the Adriatic finds a musical connection between Mussorgsky and "Stella By Starlight", using elements of the jazz standard's coda as background to improvised baritone from Daniele Cavallanti and trombone from Lauro Rossi. A controlled group improvisation follows - or what Butch Morris would call a conduction -- directed by Tommaso with hand signals signifying timbre and dynamics. The piece returns to Naples in its coda, with the song " Monastera Santa Chiara" dedicated to a church bombed in World War II, sung and recited by Mario Schiano with a nod to noted Italo-American Dean Martin. A quick symphonic flourish and the work -- and an evening with the Italian Instabile Orchestra -- is concluded.

Pino Minafra (см.) - trp, flgh, didgeridoo 

Guido Mazzon - trp, flgh

Alberto Mandarini - trp 

Giancarlo Schiaffini - trb, tuba 

Sebi Tramontana - trb, voice 

Lauro Rossi - trb 

Martin Mayes - French Horn 

Mario Schiano - a sax, voice 

Eugenio Colombo - s&a saxes, flute 

Carlo Actis Dato - t&b saxes, bass cl. 

Daniele Cavallanti - t&b saxes 

Gianluigi Trovesi (см.) – a sax, p. cl, bass cl. 

Renato Geremia - violin 

Paolo Damiani - cello, bass, voice 

Bruno Tommaso - bass 

Giorgio Gaslini – p

Vincenzo Mazzone - drums, perc, timpani 

Tiziano Tononi - drums, perc

1. Detriti

2. Ippopotami

3. La Czarda Dell’ Aborigeno

4. Pierrot Solaire

5. Noci... Strani Frutti #1

6. I Virtuosi Di Noci / Munasterio E Santa Chiara

ITALIAN INSTABILE ORCHESTRA

This was the baptismal cry that escaped from the lips of my friend the poet Vittorino Curci, with whom the Senator Nicola Putignano and myself had started the EUROPA JAZZ FESTIVAL which is held at Noci. To tell the truth, the idea had already been stirring the imaginations of both my right-hand man in the organisation of the Festival, Riccardo Bergerone, and myself. Then when the idea had fertilised and had begun to be given shape, it was extremely easy to select the musicians, for it is they, after all, who are the raison- d'etre and guiding spirit of the orchestra.

The ITALIAN INSTABILE ORCHESTRA is an unusual formation, being made up as it is of musicians and composers from the widest possible backgrounds, each of whom contributes a strong personality both as an instrumentalist and as a composer. They are not committed just to Afro-American tradition, but are also open to every conceivable musical idea. The compositions and the space given to the soloists open up a 360 panorama which takes in America, Europe, the Mediterranean, and much more besides.....

This breadth of vision is, I believe, permeated by an artistic sense of taste, a feeling for life and historical background which is exclusively Italian.

Italy's contemporary musical tapestry comes from a heritage of extraordinary richness and diversity, nutured by a multiude of different influences which permutate from region to region. It finds its full expression in the musicians who make up the Orchestra and in the pieces which are specially written for it, each different from the other, and which characterise the personality of the INSTABILE. All these things have made it become a "stabile" referenc point in Italy for all those who are dedicated to research and to enriching their human and musical identity. I wish to draw to a close by stating that this Festival and this Orchestra came into being through the need to voice an impassioned and defiant answer to the (many, many) people in Italy who cherish the hope that the "INDEPENDENT ARTISTIC CREATIVE SPIRIT" still flowering in the hearts of a few Italian and European musicians will soon be definitively embalmed and entombed to the strains of the DE PROFUNDIS PENITENTIAL PSALM.

Stuff his mouth with a gag!

Don't let him scream out!

Chuck him into prison.

And be violent. Be brutal!

Don't hesitate to kill, if you believe

That you can, that you have the nerve.

But don't be surprised

To see him that night

Rise again from the dead and start

Singing

PINO MINAFRA
ITALIAN INSTABILE ORCHESTRA

Article courtesy of Francesco Martinelli

THE MUSIC: influences and forerunners

In the whole history of Italian jazz there has never been anything quite like the Italian Instabile Orchestra. All previous attempts to set up anything similar were either frustrated by long-standing feuds and rivalries between the various personalities and factions or were destined to be one-off events. 

Of the musicians trying to create jazz with an Italian identity the two leading figures were Giorgio Gaslini in Milan and Mario Schiano in Rome. These two were the first to create big bands which broke away from the mould of the American tradition. In 1968 Gaslini formed a big band to perform his composition Il Fiume Furore (a piece with a strong element of improvisation). Then in 1973 both Gaslini and Schiano simultaneously worked on big band projects which led to the recordings Message and Sud. Several of the musicians were the same on both these projects. 

The Rome-based music critic Luigi Onori has written "Gaslini's big band projects have been unique in Italy and perhaps in Europe for their use of a bold and extremely modern language. He was the first to build a new repertoire which, although it owed a lot creatively to the American model, was able to assert its independence". 

The CD Sud takes its title from Schiano's composition arranged by Tommaso Vittorini on the CD. It is significant that the Instabile has chosen to include this piece in its repertoire, albeit it in a longer version reworked and rearranged by one of the musicians who played on the original recording Eugenio Colombo (it was in fact his recording debut). The Instabile's interpretation confirms the originality and vitality of the piece as well as displaying Colombo's ability as an arranger. In this new version the individual sections are more refined and distinctive and the Instabile's larger instrumental palette offers a richer interpretation with more internal movement and more intense moments of improvisation, demonstrating that the Instabile is more at home with Mario Schiano's style of music than with Giorgio Gaslini's terse, brilliant writing. 

As can be seen from its name, the Milan based Precarious Orchestra run by the trumpeter Guido Mazzon was much closer in style and intent to today's Instabile. The Precarious Orchestra played at the Moers Festival in 1978 and 14 years were to pass before another Italian group was invited to play in this important German Festival's main tent (4) . Mazzon's Orchestra included musicians from various parts of Europe (Marc Charig and Radu Malfatti) as well as some of his Italian musical partners of that period (Geremia, the poly-instrumentalist from Venice, Periotto, Rusconi and Marini). At the same time Gaetano Liguori was busy with his Collective Orchestra with which he made an LP in 1976. Unfortunately no recordings were ever issued of Mazzon's important adventure. 

Other sporadic groups which must be mentioned include: the Quercia del Tasso (1977); the Democratic Orchestra Milano (a much misunderstood group); Tommaso Vittorini's Grande Elenco Musicisti; the outrageous NEEM from Florence which subsequently evolved into the better organised CAM. In recent years there has been a proliferation of local big bands. Some of these merit attention, though most follow the traditional formats of standard jazz and do not in any way reflect the more creative trends on the Italian jazz scene. Amongst those which are worth investigating are: the Tankio Band (noteworthy for the personal vision of its leader Riccardo Fassi); the Jazz Chromatic Ensemble (run by Cavallanti, Tononi and Tarocchi); and Mario Raja's Big Bang. For more detailed comments on these and other aspects of the development of large ensembles on the Italian jazz scene, the reader is referred to the article mentioned above in footnote. 

It is Pino Minafra (a trumpeter from Apulia in the "heel" of Italy) who has done most to try to develop a dialogue with the latest developments on the European scene. His music shows a strong affinity with many of these, and his love of theatre and of the grotesque (aided and abetted by Carlo Actis Dato) shares much in common with similar aspects of the Dutch school. In 1984 he invited the explosive Dutch drummer Han Bennink and the Italian trombonist Michele Lomuto to take part in a performance of a piece by Misha Mengelberg given by a symphony orchestra in South Italy. That the Instabile shares his passion for such antics is demonstrated by pieces like Minafra's Fantozzi or by Actis Dato's contributions to Free as a Bird. Fantozzi is a more elaborate version of one of the first pieces written for the orchestra: Noci ... strani frutti. In these pieces Minafra further develops certain elements already present in Riffs (written in 1990): building up tension through the repetition of riffs and the use of brief thematic cells with a strong rhythmic component. Fantozzi is full of sudden shifts of mood and direction and in his conducting of the piece he provokes the orchestra by singing, jumping and dancing. The orchestra follows him with astounding precision and great agility through rhythmically thorny territory, firing off snappy riffs with gay abandon and ending up with an explosion of volcanic improvisation. This piece very often concludes concerts and so Minafra takes advantage of his theatricalities to present the members of the orchestra to the public. However, with a typically chaotic logic, the orchestra has chosen Martin Mayes, the only non-Italian musician in the group, as the main presenter of the orchestra's programme. 

Last but not least in this brief review of the Italian scene, mention must be made of the Sicilian saxophonist Stefano Maltese. In 1987 in Rome he brought together a group of 10 musicians to perform and record his composition Hanging in the Sky. Note that several of these musicians were later to become members of the Instabile - Colombo, Actis Dato, Minafra and Tramontana (Tramontana being one of Maltese's longest standing collaborators). 

The Instabile's attitude to jazz (in the American sense of this word) is one which contains an equal amount of respect and scorn: respect for the true masters and scorn for those who try to keep jazz locked up in a cage. La Leggenda del Lupu Azzurro and La Mesa Drive by Tononi and Cavallanti respectively are important examples of pieces that acknowledge (and exorcise themselves from) the fascination that American culture has exercised in Italy and for its role in helping Italian literature and music to become less provincial. Both Cavallanti and Tononi have worked in direct contact with the greatest musicians of American jazz and La Leggenda and La mesa Drive are large scale pieces which reflect the extensive experience they have had in their careers from duo through to large ensemble. These compositions offer the musicians solo spaces which are free of constraints, where the musician can truly "stretch himself out". Both are wonderful to listen to and indeed La Leggenda is one the most performed pieces in the whole of the Instabile's repertoire. The very title of Guido Mazzon's piece Fall in Jazz tells us how different is Mazzon's attitude. Fall in Jazz mixes elements of European music (the stately theme give to the trombones and the cello's suggestion of elements of Bach) with strongly distinctive blues elements (the growling trumpets and the syncopated rhythm of the second theme). A complex interplay of all these motives is built up, sounding almost like an internal debate on whether there is any such thing as European jazz. 

From Geremia who lives almost in Austria in the north to Minafra whose home town is virtually a part of North Africa in the south, the Instabile brings together all the disparate hues and colours which make Italy the complex country it is. Bearing in mind the comments above on Minafra's Fantozzi, let's take a look at Geremia's Peter R e Ballata. This piece is built around the idea of sections of beautiful melodies enriched with counterpoint on the saxophones and trombones set off against sections of solo and duo free improvisations which owe much to the latest flowering of Italian instrumental music. 

Giancarlo Schiaffini's two pieces La Czarda dell'Aborigeno and Tuba Libre take the listener to the tropics and to the antipodes. The European roots are playfully confessed through the improbable juxtaposition of fake Australian Aborigine drones with fishy Tibetan overtone singing with two lively old Hungarian-style dances in odd time signatures (one from the mediaeval Chorearum Collectanea and one from the last century). Full of abrupt time changes and difficult dynamics, the Czarda allows us to see just how flexible the Instabile can be rhythmically and timbrically, something which is not to be taken for granted given the size of the orchestra. 

Detriti by Paolo Damiani (bass player and cellist from Rome) is programmed to be fragmentary; indeed it changes each time it is played: there are numbered parts whose sequence depends on signals from the conductor; a theme from Manfred Schoof's European Echoes (5); brief quotations from the world of Italian popular music as well from the fathers of Italian jazz such as Gaslini. All these appear within a tempest of collective improvisations and lively solos in which Geremia features extensively. This piece prophetically spotlights instrumental combinations which were later to become groups in their own right such as the string trio and the brass group. This is something which is almost without precedence in the whole history of jazz big bands. Damiani's latest composition Sequenze e Fughe is a dramatic piece which hinges on the conflict between words and music, a recurrent theme in his most recent work. 

There are two pieces dedicated to Noci - the small town in Apulia whose festival spawned the Instabile. They are Minafra's Strani Frutti and Tommaso's I Virtuosi di Noci. Both pieces highlight the orchestra's internal dialect between those who are extrovert comedians, given to spicing up the music with pointed comments and theatrical wit, and those whose music explodes from within a position of guarded, almost secretive, intimacy; it is as if one of Kenny Wheeler's Large Projects were forced to live side by side with one of Bennink and Breuker's more unruly groups. Within the Instabile the upshot of this is a situation not of contradiction but of perfect integration: look at, for example, Minafra's use of Colombo's flute playing in moments of modal tonality or Tommaso's dry humour in the use of elegantly interwoven quotations. 

Scarlattina is a recent addition to the orchestra's repertoire. The title is a pun on the Italian name for a common children's illness and an acknowledgement of Trovesi's debt to an old Italian master. In this piece Petrin's piano playing is prominent whilst Trovesi himself dialogues with the orchestra by conducting and improvising on his bass clarinet. 

Another recent contribution is Colombo's Scongiuro. The opening section of this piece pays tribute to Naples and to its strong sense of the supernatural through a series of phrases commonly used for invoking protection from and warding off the evil eye. This use of these good luck rhymes first occurred on the cover of If Not Ecstatic We Refund. Colombo has set the rhymes to music using improvisations within a framework of a pseudo dance followed by a romantic melody accompanied by a grumbling trombone. The rhymes themselves are recited by Schiano. Since they are so particular it seems a good idea to quote them in full. No translation is offered for those who can't understand the Neapolitan slang, but perhaps being able to see the words in print will help an appreciation of the wonderful sounds of this dialect. 

Uocchie sicche/code e' vacche. Palle, meze palle, chiuove, cape e' cazze, e cape e' pazze.
Pappavalle, barbagianne, cuorve, taccule e curnacchie.
Mammete, patete, sorete, frarete, ziete, nonnete, zoccole e scartellate.
Uno, tre, cinche, sette, nove, unnece, tridece, quinnece, dicessette, dicennove, vintuno, vintitre, vinticinche, vintisette e vintinove.
Nocchie e chiereche, chiereche e nocchie, nocchie int'e' ppacche, pacche int'e' nocchie.
HISTORY AND ANECDOTES

It was a conversation between Pino Minafra, Vittorino Curci and Riccardo Bergerone in preparation for the 1990 Festival di Noci which led to the idea of the Italian Instabile Orchestra. The orchestra's first concert took place at this festival with a programme of short pieces written specially for the occasion, including an arrangement of Lover Man by Schiaffini and featuring Gioconda Cilio's intense voice. But it was a concert which would have been forgotten by practically one and all (including the press) if it hadn't been for Minafra's bull-headedness: he decided to bring the orchestra back together again the following year for the 1991 Festival. This time things were different. Both the press and festival organisers from outside Italy responded positively to the changes. The repertoire was richer with the addition of Schiaffini's Tuba Libre, Tommaso's I Virtuosi di Noci and Gaslini's Pierrot Solaire. There were a few changes in the line-up and Gaslini and Tommaso's vast experience added overall musical weight. I Virtuosi di Noci is a brilliant piece where more ponderous sections give way to moments of delicate humour such as when Schiano sings the Neapolitan song Munasterio Џ Santa Chiara. The programme presented at this second concert is the one to be found on the orchestra's first CD issued by the English label Leo Records; the recordings used for the CD are taken from live recordings made at the 1991 Noci Festival and at the Instabile's first performance abroad at the 1992 Rive de Gier Festival in France. With a further 5 concerts abroad in France, Germany and Switzerland, 1992 is the year when the orchestra takes off and makes it mark on the European jazz scene. Encouraged by the concerts and the success of the CD the air of uncertainty about the potential and musical direction which had occasionally prevailed within the group gradually gave way to that sense of amalgam necessary for paving the way towards greater maturity. 

1993 was a difficult year. There were few concerts but they were all highly successful from the Le Mans Festival in France to Controindicazioni in Rome. The next big leap forward came in 1994 with the decision of the German label ECM to produce a CD of the orchestra. This decision was also something of a novelty for ECM, given that the ECM house style tends to prefer the frozen landscapes of the north as evoked by Jan Gabarek or the dazzling virtuosic rhapsodies of Keith Jarrett. The English journalist Steve Lake took the project in hand and the recordings were carried out in Florence in May 1994 and the CD came out in 1995. This striking CD contains only two large scale compositions: Skies of Europe by Gaslini and Il Maestro Muratore by Tommaso with Gaslini's piece being chosen to be the album title. It was presented at a crowded Teatro Ponchiello in Cremona - one of Italy's beautiful 18th century horseshoe theatres where it was an immediate success with the critics; it was warmly spoken of abroad and in the Italian magazine Musica Jazz's annual referendum it was awarded the prize of best CD of the year. It is a real accomplishment in which the differences between the two compositions emerge clearly: Gaslini's is more eclectic and fiery with the orchestra often broken up into small chamber music style groupings; Tommaso's is more emotional with extensive full scale orchestral writing showing off the Instabile in all its glory. Being a studio production, the technical quality is decidedly better than that of the first CD, but it remains debatable whether the "ECM sound" is really the most suitable for conveying the Mediterranean richness of the Instabile. 

All such moments of achievement contain a hidden element of risk: was the Instabile to follow in the footsteps of many other groups and soloists and become so dazzled by its own success that it would want to imitate and repeat its image as created by the recording? It was soon apparent that this was not to happen. In the middle of riding on the crest of this wave of success with invitations flowing in from all round Italy and Europe, the Instabile, being true to its own name, underwent some major internal changes. 

1996 was this year of change: after a period of doubt Gaslini finally left the orchestra to dedicate himself to his personal projects and Umberto Petrin came in to replace him. Next came the arrival of the trumpeter Enrico Rava who somehow manage to find space in his crowded schedule to join the Instabile in its adventures. In the space of two concerts it was unanimously and mutually agreed that he should become a full time member of the orchestra. It is indeed a magic moment for Rava where it seems everything he touches turns to gold: his opera projects; his acoustic and electric groups; and his collaborations with leading jazz musicians from both sides of the Atlantic. On being asked why he had added the Instabile to this profusion of other commitments, Rava simply replied that he was quite fascinated by the Instabile. And this is not the first time in his career that he has been involved in similar projects, the most important of which have been the Jazz Composers' Orchestra, the Globe Unity Orchestra and the European Orchestra of Cecil Taylor. 

It is worth singling out from all the other moments of the Instabile's career the fact that Musica Jazz's referendum has acclaimed the orchestra as best group of the year three times: in 1992, 1994 and 1995. It has acted as a springboard for young musicians such as the trumpeter Alberto Mandarini (who unfortunately can't be present at Pisa due to conflicting concerts with Paolo Conte's orchestra). 

After seven years of intense activity recognition has still to come from most of the major Italian festivals which present main stream jazz. Yet the Instabile has clearly become a force to be reckoned with both at home and abroad and it has amply fulfilled the objectives set by its founders. Marcello Lorrai sums it up thus: "Minafra's idea was to bring together a pool of improvisers who had not only studied jazz's rich patrimony with love but who had also learned jazz's lesson of non-conformity, that is to say, musicians who are not concerned with orthodox rules but who are totally open-minded. He wanted an orchestra which would have its own voice but at the same time provide both a focus which would allow musician's individual voice to emerge and a means for stopping the dissipation of energies - a truly Italian hallmark". 

BIRTH OF A FESTIVAL

The idea for the present festival was provoked by the realisation that every concert by the Instabile had left me with a strange feeling of dissatisfaction. The orchestra exudes such an incredible quantity of imagination, energy and originality that it cannot possibly find full expression in one single concert: for reasons of space and time one or more pieces have to be left out of the evening's programme; not every musician can be given adequate solo space in every concert; ideas which emerge in the improvisations often have to be left hanging tantalisingly in the air suggesting all sorts of possible latent developments. It is difficult both economically as well as organisationally to bring together such a large group of musicians, each one of whom has his own personal projects to follow and work on. No one single concert can possibly do the orchestra justice, especially considering the very limited time usually allotted in a major festival. […]
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1. Scarlattina

2. Sequenze Fughe

3. Litania Sibilante

4. M 42

5. Lover Man

6. Herr Fantozzy

Gianluigi Trovesi (см.) [s/a s, cl]; Pino Minafra (см.) [tp]; Enrico Rava [tp]; a.o. 

Band Contact: bergerone@tin.it 

The Recording
Are there national/geographical characteristics in music? Is there more angst and soul in the symphonies of Russians and Slavs than that of the straightlaced British? Do Scandinavians have an inherent affinity for "cool" sounds? Can the Viennese "swing" a Strauss waltz more naturally than anyone else? Do Czechs have the best grasp of Dvorak's folk influences, or the French a license on soft-focus Impressionism? Can only Americans feel the rhythms of jazz or sing the blues?
The enlightened, if qualified, answer would seem to be "Not necessarily, but...". And the question is even more complicated when considering a country like Italy—and, specifically, the music of the Italian Instabile Orchestra. As much as commentators and audiences would like to categorize the orchestra's charming mish-mosh of musical styles and innate lyricism as recognizably Italian, the question of which Italy they recognize thickens the plot. For the non-Italian, thinking of Italy arouses the obvious superficialities: opera, pasta, vino, amore. But travel the country region to region, north to south, east to west, add the islands of Sardinia and Sicily, and you'll find a surprisingly broad range of customs, cuisines, cultures, dialects, and histories that date back over 2,000 years. And the members of Instabile reflect this heterogeny perfectly. In fact, that's the whole point.
The HO was founded a decade ago not to surmount these differences, but to celebrate them. The members of the ensemble are, proudly, Italians and, just as proudly, individuals from various regions—each a composer, arranger, improviser, and bandleader, with his own traditions, experiences, and vision. The unique quality of this orchestra comes from embracing the tension these differences produce, feeding off the energy creative friction generates, intensifying their mode of expression by confusing the localized conventions of style, structure, and statement. The band's name ("instabile" means "unstable") is, of course, a tribute to this premise. Music is omnipresent throughout Italy, and includes a dazzling array of forms and functions—so many of which find their way into this orchestra, and onto this disc.
To begin, there's Gianluigi Trovesi's "Scarlattina." Trovesi is an exceptionally broadminded musician who loves to explore the area's rich musical legacy, and has incorporated everything from medieval to twelve-tone concepts into his compositions and improvisations. Is the scampering theme played by pianist Umberto Petrin an actual quotation from the 17th century keyboard composer Domenico Scarlatti? Probably not (though having so far heard only about half of the 550 sonatas attributed to him, I can't say for sure), but in any case one wonders what Scarlatti would have thought of the accumulated flux and fantasy which he inspired. Trovesi puts the band to work at marches, laments, dances, sarabandes, and a concluding tarantella with a possible Spanish tinge (an homage perhaps to Scarlatti's longtime residence in Spain?), arranged with a deft touch for detail—note the exciting use of the trombones, and the stomping big band punctuation.
If there are intimations of classical music in Paolo Damiani's "Sequenze Fughe" and Giancarlo Schiaffini's "Litania Sibilante," they come naturally. Playing cello in the Italian String Trio (Splasc(h) Records), Damiani reveals the ease and imagination with which he handles classically-oriented material, and here, though his "sequences and fugues" are not literal a la the master, Bach, nor even such 20th century practitioners as Reger, Hindemith, or Shostakovich, there is, nevertheless, a loose and lucid free canonic adaptation of the form. The thematic echoes, engaged as fragments and motifs among the instruments amid their shifting combinations and colors, correspond to Damiani's poetic text, here sprinkled about in three languages (Italian, French, and English), concerning the vagaries of human relationships.
It is remarkable to me that in the first few minutes of Schiaffini's "Litania Sibilante" there are evocations of brass bands, the hazy aharmonic formations of Xenakis, folk (accordion) music, and free jazz—all in unselfconscious cohabitation. Knowing something about Schiaffini's past helps explain the multiple perspectives; he's a veteran participant among both New Music and jazz scenes, the Gruppo de Improvisazione Nuova Consonanza and the Gruppo Romano Free Jazz. These tongue-in-cheek episodes, from the extremism of Carlo Actis Dato's bass clarinet solo to the suggestion of "ordinary" mainstream jazz, flow unencumbered and find a unifying thread in the Dadaist implications of the title (though "litany," meaning a repetitive prayer or chant, and "sibilant," referring to the production of "s" or "sh" sounds in speech, appear to make some curious sense together, they are actually an anagram of "Italian Instabile," likewise the vocal element of the piece consists of anagrams of the musicians' names along with a recitation of highway exits outside of Milan).
Schiaffini's arrangement of the standard "Lover Man" and Alberto Mandarini's "M42" approach jazz from unpredictable angles. In "M42" the large intervals of the theme grow out of the mellow urban song of the accordion and into a rotating ring of soloists, where the separate voices blend into a polyphony that becomes the thrust of the composition, a play on conventional jazz practice. The deconstruction of "Lover Man," showcasing the lyricism of Mario Schiano's alto saxophone (itself a tonic to free jazz orthodoxy), ironically, has precedents in Gil Evans' "New Bottle Old Wine" reconstruction of standards, and more so the radical harmonic reconstitution of standards (including "Lover Man") which Bob Graettinger arranged for the Kenton orchestra of the late '40s.
Finally there's Pino Minafra's "Herr Fantozzi." Fantozzi is apparently a typical much-maligned, low-level white collar figure in Italian films, here transformed into something of a fascistic metaphor by Minafra's mumbling, grumbling megaphone ranting, accompanied by an almost vaudevillian, infectious two-beat theme, ending as a full-blast swing riff. The theatricality of the musical presentation equates with the flamboyance of the orchestra itself, satire painted with an especially broad brush. If such a range of musical and dramatic effects seems exaggerated, remember, Italy is also the country of Antonioni and Fellini, Da Vinci and Dante, a place where stark realism and pure poetry coexist. You can feel these cherished contradictions in this music, music that gets the blood pounding, the mind clicking, and the spirit soaring.
-- Art Lange, Chicago, June 2000

The Band
The twin issues of national and regional identity have been touchstone concepts since the dawn of creative music in Europe. If you consider the big bands alone, a productive contradiction begins to emerge in relation to these issues. On one hand there's been a pull away from national identity, an attempt at grand unification and globalization in groups like the King Ubu Orchestru and Globe Unity Orchestra (it's all there in the name!). In the former, younger band, notions of regionality are consciously avoided in the name of a group music without theatrical personality; in the latter, granddaddy free music large ensemble (particularly in its reformed, Peter Kowald-led incarnation), the many regional strains of improvised music in Europe are each spotlit, and the notion of unity is interpreted as an equal place on the same stage rather than a rejection of idiosyncratic dialect. On the other hand, in other camps there's been an audible push towards national identity—consider the names of the London Improvisers Orchestra and the Berlin Contemporary Jazz Orchestra, which wear their sites of origin on their sleeves, or the very Dutch music of today's ICP Orchestra. (Note: Misha Mengelberg's band went through a period of more pronounced internationalism earlier in its history, with American, German and Italian members.) Here the character of a nation or city is somehow grappled with and epitomized in the music and in each ensemble's lineup. These may not exactly be model national folkloric ensembles, singing the sanctioned songs of the State, but then they're not hell-bent on denying or abnegating their regional identities either.
In its own way, the Italian Instabile Orchestra represents both these tendencies. Instabile has clearly been dedicated to the cause of Italian creative music. In this sense, it seeks to represent Italianness worldwide, to offer a glimpse of what makes Italian new jazz special, unique, and in some hard-to-define way, what makes it Italian. But Italy is a big place. Not only geographically. In psychotopological terms, Italy is bigger than it is big, if you follow. It contains many differences, and each difference is extremely significant, direly consequent, fundamental. Identity in Italy is intimately tied to regionality, and that's reflected accurately in wines (no use lumping all Italian wine together, you've got to distinguish for instance between Tuscan and Piedmontese!), food, and no doubt in musical culture as well. Hence, the idea of an intra-Italian orchestra is inherently about blendings and about distinctions. It's about national melding and zones of contention, all bottled together in the context of a large, cooperatively run jazz composers' ensemble.
Although it had its conceptual predecessors, including Stefano Maltese's big-band and an ensemble put together by Guido Mazzon for the 1978 Moers New Jazz Festival closely titled the Precarious Orchestra, the immediate history of Instabile traces directly to trumpeter Pino Minafra and his stated desire to "shatter the indifference which surrounds Italian creativity of a jazz derivation, both in our country and abroad." Later, Minafra reflected: "Everyone thinks that Italy is a great place for cappuccino, pizza, but that the jazz is provincial. I would do anything to change that image." Minafra founded Instabile in 1990, in consultation with poet Vittorio Curci and key Italian free music impresario Riccardo Bergerone (who would eventually become the group's manager). The group, which made its debut—intended as a one-time event—at the Europa Jazz Festival in Noci, pulled from all regions and generations of the Italian new jazz, ranging from rural to urban, north to south (even into Sicily), and incorporating members of the earliest ensembles (notably, Gruppo Romano Free Jazz) as well as promising, relatively young players. There are, to be sure, some tendencies in Italian creative music and jazz which don't find representation in Instabile—the straight neo-hard bop contingent, for example, or what Giancarlo Schiaffini once described to me somewhat critically as the new generation of "free radicals," that is, improvising purists. "I prefer some contamination, not a radical position," he said, and In​stabile seems to have that underlying love of impurity as a core value; there's no overriding principle or style in this group. Instead, the ensemble manages to incorporate a surprising variety of materials, methods and aesthetics, and what's more to play their impure music as a unified band, not just a cobbled together assemblage. French horn player Martin Mayes suggests that the band in fact does contain free radicals, and that their presence is key to the overall strength of the project. (I wonder how any card-carrying free music purist would feel playing something as flamboyantly impure as "Fantozzi," though!) Disputation and argumentation are also part of Italian culture, needless to say, and this sort of internal dialogue and debate seems integral to In-stabile. An important part of what has kept it moving. Instabile played again in '91 at Noci, this time adding pianist and creative music forebearer Giorgio Gaslini, who, along with fellow elder statesman Gianluigi Trovesi, became a full member of the orchestra. (Gaslini later left, amicably, to concentrate on his own music. Trumpet star Enrico Rava, too, was a member of the group, but now appears as an occasional guest, as on this CD; other high-profile Italian guest Instabilers have included pianist Antonello Salis and trumpeter Paolo Fresu.) In '92 the group first played outside Italy, at festivals in France, Switzerland and Germany. From this slow, steady start, the group began to set its sights on a much broader audience, expanding its repertoire—new entries commissioned by a subcommittee of the orchestra—and gradually succeeding in the establishment of an international reputation, making good on Minafra's stated goal.
In May '94, Instabile recorded a CD for ECM, which put the band in the ears of many new listeners worldwide, and they have continued to tour extensively. In December '97, writer and producer Francesco Martmelli mounted a glorious festival in Pisa dedicated exclusively to the music of the Italian Instabile Orchestra and its many subgroups; the event was documented on a two-disc set for Leo Records, which contained excerpted versions of the Trovesi and Schiaffini pieces presented here in full versions. In 1999, the BIMhuis in Amsterdam hosted an Instabile Festival, during which the ensemble first played pieces by non-members, namely Guus Janssen, Misha Mengelberg and Willem Breuker. Breuker later joined Instabile as a surprise guest at a few choice European festivals. In the last few years, the group has enlisted some fresh blood—younger Italian jazz players have been invited to sit in as subs, including trombonist Beppe Caruso (subbing for Sebi Tramontana), reed player Rossano Emili (for Carlo Actis Dato), and trumpeter Luca Calabrese (for Alberto Mandarini).
Italian Instabile Orchestra: like Dr. Doolittle's push-me / pull-you, bringing a panoply of Italy's creative musicians together, and allowing them to highlight what keeps them distinct.
-- John Corbett, Chicago, June 2000

	IZIT
	The Whole Affair
	1995
	61:11
	jazz-funk

label: Countdown (Unity Label Group, CA, USA) / Tongue & Groove

Tony Colman [g, k]; Steve Lewinson [b]; Andy Gangadeen, Jimmy C [d]; + vocals; + winded by The Powdered Rhino Horns: Catherine Shrubshall [bar&a&s s]; Peter Shrubshall [t s, fl]; Byron Wallen [tp, fl h]; Mike Bennet [perc]; Andrey Riley [cello].

	IZIT
	Imaginary Man
	1995
	52:59
	Tony Colman [g, knife g, b, mad organ, k, F210M]; Nicola Bright-Thomas [v]; Peter Shrubshall [s&t saxes, fl, recorders]; Clare Williams [bar sax]; Mike Kearsey [trb]; Catherine Shrubshall [cl]; Neville Malcolm, John Fortis [b]; Jim Carmichael [d, perc, tambourine]; Jon Shorten [wurlitzer, hammond organ, rhodes, juno, essex hook, bleeps, voice box, p]; Mike Bennet [congas, perc]; Sicarius [congas, shaker, backs]; Richard Chatto [cello]; Ingrid Schelshop [vln]; Lemn Sissay [v (#10)]. Состав варьируется.

	Ronald Shannon  JACKSON
	Man Dance
	1982
	41:12
	Ronald Shannon  JACKSON -- см. тж. c: LAST EXIT; Akira SAKATA; James “Blood”  ULMER; Bill LASWELL "Baselines"; LAST EXIT;

free-funk-fusion

label: Island

R.S.J. and The DECODING SOCIETY:

Henry Scott [tp, fl h]; Zane Massey [saxes]; Vernon Reid (см. Vernon REID; тж. ниже, с Javon Jackson) [g, banjo]; Melvin Gibbs [el b]; R.S.J. [d]; + David Gordon [t&s s].

“The engine  behind Ornette Coleman's first edition of Prime Time, Texas-born drummer Ronald Shannon Jackson emerged in the late 70s as a strong, conceptual composer and shamanistic bandleader. Although his music continued to evolve through​out the '80s, his recordings have been hard to find.”   

--- Jazziz
Музыка R.S.J. очень энергичная и непростая. Ronald Shannon Jackson [d] в 60-е-70-е годы работал с Albert Ayler, Charles Mingus, Ornette Coleman, Cecil Taylor, Albert Mangelsdorff и др. В 80-е возглавляет свою группу Decoding Society  в составе которой играли Vernon Reid, Robin Eubanks, Melvin Gibbs.

	Ronald Shannon  JACKSON
	Talkeye
	1987
	
	label: Knitting Factory,  2000

rec. 1987

composed and performed by Ronald Jackson

Drummer Ronald Shannon Jackson, and his Decoding Society of the 1980s, learned from the example of Ornette Coleman's Prime Time and are a logical extension of the group. They featured colorful and noisy ensembles; were not afraid of the influence of rock; and their rhythms were funky, loud, and unpredictable. Jackson played professionally in Texas with James Clay when he was 15. He moved to New York in 1966, where he worked with Byard Lancaster, Charles Mingus, Betty Carter, Stanley Turrentine, Jackie McLean, McCoy Tyner, Kenny Dorham, and most significantly Albert Ayler (1966-1967), among others. He took time off of the scene and then joined Ornette Coleman's Prime Time (1975-1979). Jackson also worked with Cecil Taylor (1978-1979) and James "Blood" Ulmer (1979-1980). The Decoding Society (formed in 1979), through the years, featured many talented and advanced improvisers, with the best-known ones being Vernon Reid, Zane Massey, Billy Bang, and Byard Lancaster. Jackson also played with the explosive group Last Exit (starting in 1986), and in the early '90s with Power Tools. Ronald Shannon Jackson's music is not for easy-to-offend ears.

1. Charming the Beast

2. Starhawk

3. Holyman

4. Talkeye

5. Gandhi

6. Jax's Dance

7. Jax's Dance

8. Sheep In Wolf's Clothing

	Ronald Shannon  JACKSON
	Red Warrior
	1990
	38:40
	**** ½    --- Jazziz

label: Axiom

Jef Lee Johnson & Stevie Salas [g], Ramon Pooser & Conrad Mathieu [b], R.S.J. [d].    

Produced by Bill Laswell & Ronald Shannon Jackson

“In 1988, Jackson eschewed saxophones in favor of guitars, and with three guitarists and two bassists the lineup for Red Warrior rivaled that of Southern rockers Lynyrd Skynyrd. In fact, the music on Red Warrior owes more than a little to Southern rock, sounding like an un​holy alliance of Duane Allman and Ornette. Jef Lee Johnson would be a Jackson regular for the better part of the next decade, and he does a fine job of filling Reid's big shoes with Hendrix-inflected playing.” --- Jazziz

	Ronald Shannon  JACKSON
	Raven Roc
	1994
	55:17
	label: DIW

[R.S.J. and The DECODING SOCIETY]

Jef Lee Johnson [g (left)]; David ‘Fuze’ Fuczynski (см) [g (right)]; Dom Richards [b]; Shannon Jackson [d, fl, Schalmei (ancient metal oboe)].

	Ronald Shannon  JACKSON
	What Spirit Say
	1995
	56:18
	label: DIW

[R.S.J. and The DECODING SOCIETY]

R. S. J. [d, fl, Shalmei (Boschorn)]; James Carter (см.) [s&t s]; Jef Lee Johnson [g]; Ngolle Pokossi [b]. 

“Jackson scaled down his band in the '90s, and this quartet record​ing is a showcase for both his high-pow​ered drumming and James Carter's gymnastics on saxophone. Bassist Ngolle Pokossi's fluid playing creates an interesting contrast to the leader's bom​bast. The set sounds like a pastiche of ideas.” --- Jazziz

	Javon  JACKSON
	Good People
	1997
	49:56
	free-bop

label: Blue Note

Javon Jackson [t s]; Peter Washington [b]; Billy Drummond [d]; Fareed Haque [g]; Vernon Reid (см. Reid; тж. выше, с R.S. Jackson) [g]; John Medeski (см.) [organ]; Cyro Baptista (см.) [perc]. 

	Big Rude JAKE
	Big Rude Jake
	1999
	46:14
	neoswing
THE MUSICIANS:

Big Rude Jake:  vocals, acoustic guitars, added percussion 

Dylan Fusillo:    drums 

Jay Brunca:       bass 

Jeremy Wilms:   guitars 

Jeff Pierce:        trumpet, cornet 

James Stager:    trombone 
Rob Fenton:       baritone and tenor saxophone 

Wally Jericho:   trumpet and alto saxophone 

Michelle Joseph: percussion 

Tyier Yarema:    piano, hammond organ 

Jessie Barksdale: guitar, tenor, banjo 

Julie Michaels:   back-up vocals, scat singing 

Peter Hudson:    guitar 

David Baxter:     guitars, 6 string bass, percussion

Ron Burman, Ormond Jobin, Erik Krallisch:    extra percussion

  1 GOTHAM CITY SERENADE

  2 QUEER FOR CAT
  3 MERCY FOR THE MONKEY MAN

  4 BUSTER BOY (WALK TALL)

  5 SONG FOR LILLY CHRISTINE

  6 BLUE PARIAH # 1

  7 SPEAK EASY

  8 DINNER WITH THE DEVIL

  9 EAST SIDE JIVE

10 LET’S KILL ALL THE ROCK STARS

11 ANDY’S REQUIEM

	JANSEN / BARBIERI – см. в разделе ‘Alternative’
	
	
	
	

	Ahmad  JAMAL
	Digital Works
	1985
	63:47
	Atlantic full digital recording.

Ahmad Jamal [p, k]; Iraj Lashkary [perc]; Herlin Riley [d]; Larry Ball [b].

 For thirty years Jazz enthusiasts the world over have been listening to Ahmad Jamal classics such as ‘Poinciana’ and ‘But Not For Me’ with regrets that the piano magic was often marred by the sound of the live crowds. This CD made with state-of-the-art equipment captures those great compositions and many more so as to create all of the magic that is Ahmad Jamal for now and the future. Recorded at Platinum City Studios, Dallas, Texas.

	Ahmad  JAMAL
	Rossiter Road
	1986
	42:23
	Ahmad Jamal [Steinway piano]; James Cammack [b]; Herlin Riley [d]; Manola Badrena [perc].

	Ahmad  JAMAL
	Crystal
	1987
	44:29
	Ahmad Jamal [Steinway piano]; James Cammack [b]; David Bowler [d]; Willie White [perc].

1. QUEST FOR LIGHT (4:48) 

2. ARABESQUE (4:48)

3. AVO (7:04)

4. PIANO SOLO 11 (1:57) 

5. FOR MY DAUGHTER (3:34)

6. PERUGIA (3:57)

7. THE LAST DAY (6:00) 

8. CRYSTAL (4:58)

9. SWAHILILAND (4:08)

10. THE CANTEEN (3:08)

	Ahmad  JAMAL
	Pittsburgh
	1989
	52:34
	Atlantic Jazz full digital recording.

Ahmad Jamal [p]; James Cammack [b]; David Bowler [d].

  “This album is dedicated to the memory of my Mother, the rarest of Jewels, who raised and educated me in my belowed Pittsburgh and whose dedication to her four children and her community is beyond human perception.” — Ahmad Jamal.
1. PITTSBURGH 
2. BELLOWS 

3. MELLOWDRAMA

4. FOOLISH WAYS

5. DIVERTIMENTO

6. CYCLES 

7. FLY AWAY

8. APPLE AVENUE

	Ahmad  JAMAL
	Live In Paris 92
	1993
	56:17
	“Best of 1993” – Jazz Magazine

label: Birdology Records. Digitally recorded live on April 3 & 4, 1992 in Colombes, France.
Ahmad Jamal [p]; James Cammach [b]; David Bowler [d].

THE TUBE     7:53

ALONE TOGETHER/LAURA/WILD IS THE WIND   7:09

CARAVAN      5:20

EASY LIVING   6:28
ACORN   8:41
DREAMY   7:14
APPRECIATION  5:16
LOOK FOR THE SILVER LINING  3:08
THE AFTERMATH   5:06

	Ahmad  JAMAL
	Chicago Revisited
	1993
	59:47
	label: Telarc

Ahmad Jamal [p], John Heard [b], Yoron Israel [d].  

‘20 bit’ digitally recorded live on Nov. 13-14, 1992 in Chicago, at Joe Segal’s Jazz Showcase.

  [...] Jamal highlights the exotica, but simultaneously shatters the flow, with unexpected caesuras. As a result, the song keeps springing forward from islands of silence. And each time it does, the pianist fills the air first with subtle displacements of the melody, then small motivic inventions that he worries to conclusion before setting into the next. “Small details, keenly observed.”  This phrase serves not only to describe the process behind Ahmad Jamal’s music, but also to guide those hearing it. It is a phrase that for a long time applied as well to Miles Davis, who in the ‘50s was among the first to admire Jamal’s piano work. Davis recognized, in Jamal a kindred need to let air into the music — the intuitive realization that the space between the notes could be as important as the notes themselves. Davis’s many published comments about Jamal (“I live until he makes another record,” Davis said in those days) established the then-young pianist as a compeer of cool jazz; the trumpeter further showed his respect by performing several tunes from the Jamal Trio’s repertoire. And years later, in his autobiography, Davis remained unstinting in his praise, adding, “When people say Jamal influenced me a lot, they’re right.”  Yet for all its understated power, Jamal’s music (like Davis’s) can still achieve the grand gesture that sweeps together those myriad small details he has scattered along the way. Although he came to prominence in the ‘50s when the second generation of beboppes held sway, Ahmad Jamal was never one of them; in his solos he has never employed the extended development sought by his contemporaries. Instead, each improvisation comprises a series of discrete segments, many of them familiar in their melodic design or chord sequence, on which he spins discriminating, nuanced variations. (As such, he remains among the foremost jazz minimalists.) If Jamal’s music were a film, these segments would be called set pieces; but musically, don’t they function much like the riffs used in Swing Era big bands? Those big-band riffs, albeit simpler than Jamal’s elegantly constructed musical scenelets, built drama and attained power through well-placed repetition. In a related fashion, Jamal structures his own solos through the placement of one fully contained segment after another; you can think of each segment as a separate, highly evolved riff sequence, gaining power and drama as they pile up after each other. Jamal thus updates a technique almost as old as jazz itself, and his use of it helps explain the high emotional energy that co-exists with his keyboard grace. (And is it just coincidence that Count Basie, whose band riffed better than any other, played a style of piano almost as spare and breathy as Jamal’s own?) Like any other approach to improvised music, this one has its pitfalls. In the wrong or even tired hands, it can become academic, dusty: a museum display. But on this weekend in Chicago, with all the elements in place, with two well-matched accompanists on their toes and the leader reaching higher still, Ahmad Jamal brought forth music as strong, as intricate, and as well-realized as any previously captured in his long career. Don’t mistake that claim for hyperbole: on this disc, you’ll hear the ageless Jamal at the top of his game. (At the time of this recording, he had recently turned sixty-two, yet he sounds anything but retiring.) It may have something to do with Chicago, which had so much to do with the pianist’s early success. [...] In jazz, no performance can ever stand as the definitive one; every recording merely documents that moment in the music’s development. Yet particular moments can define a career. For Ahmad Jamal, that happened in Chicago in 1958 — and again in 1992. As you will hear, it was well worth the wait.    —  Neil Tesser.

	Bob  JAMES                                      
	Bob JAMES / David SANBORN: Double Vision
	1986
	43:09
	Bob James (см. тж. c Boney James) [k]; David Sanborn [s]; Marcus Miller [b]; Paul Jackson [g]; Steve Gadd [d]; add.: Eric Gale[g]; Al Jarreau [voc]; P. DaCosta [perc].

	Boney  JAMES
	Seduction
	1995
	43:47
	label: Warner Bros.

Boney James [a s]; Peter Erskine[d]; Bob James [p]; Paul Jackson [g]; and oth.

Супер-красивый jazz-fusion типа Grover Washington, Art Porter, Brecker Brothers.

	Boney  JAMES
	Body Language
	1999
	42:20
	label: Warner Bros.

Boney James [a&s&t saxes, k]; Paul Jackson Jr. [el&ac g]; Rick Braun [fl h]; Alex Al [b]; Paulinho Da Costa / Lenny Castro [perc]; a. o.

	Joseph  JARMAN
	Song For
	1966
	51:20
	Joseph  JARMAN - см. тж. с: Art Ensemble of Chicago; Don  PULLEN;

label: Delmark Records, edited: 1991

Recorded: 1966; 

Joseph Jarman [a s, recitation]; Bill Brimfield [tp]; Fred Anderson [t s]; Christopher Gaddy [p, marimba]; Charles Clark [b]; Thurman Barker [d]; Steve McCall [d (does not appear on 2 or 5)].

On 1965, a benign wizard emerged to prance across the clearing of our public lives; JOSEPH JARMAN, musician, composer, poet, catalyst. One of the most forceful revelations of the Association for the Advancement of Creative Musicians, his unher​alded appearance had something of the pattern of prophets. [...] 

 Joseph Jarman we met in 1965, a mani​fold presence which makes itself felt by strength of horn, by contours of music, by a nearly panoramic vision. Joseph the many-handed, standing at the center of things reaching out to touch a multitude of directions; the impressionism of Song For, the poignance of Erika (named for Abrams' daughter), imposing constructions like A Tribute To The Hard Core — a landmark of modern music, performed at the University of Chicago by these men plus trombonist Charles Taylor and the most moving human voice of the new music, Sandra Lashley, or just small tunes which jump with spry humor and seem to taste of persimmons. The many-handed, in each a horn, when just one—his alto—is a variable instrument; a flamethrower to scorch away the weeds of unkempt minds, a torch to twist up thorny sculpture, or even some​thing tender as a temple-bell. The many-handed. Able to juggle music, poetry and theatre until they blur into a common arc. Able to balance bands (concurrent groups, his quartet and quintet, the combined members of which are heard on this album) and cities (Chicago, his base, where he lives, performs concerts and functions as a main​stay of the AACM; Detroit, where he's often called for con​certs, and also plays with cornetist Charles Moore's Detroit Contemporary 5). Joseph spreads himself wide, but rarely thin. The spirit of a joyful communicant fills his doings, yet never seems to swamp a stem esthetic which passes every element through the final filter of his mind. [...]

Little Fox Run, a brawny shout which slips easily over a logrolling rhythm and the scattered marbles of Gaddy's mad marimba, has the meat-and-potatoes warmth of its author, Fred Anderson. Fred, crouching into his tenor, gets under the music and lifts like a steamshovel, an earthmover. Brimfield twists and leaps. Joseph is a benev​olent demon loosing banshee tongue-lashings.  Non-Cognitive Aspects of the City has its own words and needs no others. It should be pointed out, however, that Joseph, like Roscoe, Richard and most of their fellows, is a sweet, wise being. If their masks seem somethimes fierce, it is only the ferocity of gentle men forced to defend their rights, and because, as artists, they are not afraid to employ the harsh symbols of a harsher reality. Adam's Rib, a slow moan of solemnity, is a Brimfield compositon. Of the title track, Joseph says:

«SONG FOR is made of sound and silences from musical instruments, controlled by seven men; it's music that lasts 13 1/2 minutes, it's for itself, for love, for hate, & for the God within us all — it has no "meaning" outside of itself, the MUSIC.»

McCall is the first drummer. Barker the second. Of the source of this music, the musicians, Joseph adds:

«Yes, we read and write music and sleep, eat food, have visions, etc.... "just like everybody else." Yes we are humans. No, we do not think the whole world is full of evil only 3/4 of it. Yes; some of us have wife & children. No, we do not work enough. Yes we hope you enjoy our music.»

	Joseph  JARMAN
	Together Alone
	1971
	42:57
	label: Delmark

1. - 3. Together Alone (Joseph Jarman)

Braxton (см.) [contrabass cl, a s, p, fl, v]; Jarman [a&s&sopranino s, fl, k, bells, v].

4. CK7 (GN) 436 (Anthony Braxton)

5. SBN - A - 1 66K (Anthony Braxton)

Braxton [contrabass cl]; Jarman [s s].

It’s simply a matter of fact that the late 60s and early 70s was a time of great artistic experimentation and achievement for creative improvised music. Paris, in particular, lured some of the AACM's most important musicians from Chicago (Art Ensemble of Chicago, Anthony Braxton, Leroy Jenkins, Leo Smith. Steve McCall, et. al.), where their music faced largely indifferent reception, to par​ticipate in a community that truly appreciated discussion, interaction, innovation, adventure, intellect, and raw creativity. Rather than performing their music for a handful of folks as they had at home, they encountered large enthusiastic audiences genuinely interested and appreciative of their work. The great proliferation of recordings on excellent labels like BYG-Actuel, Freedom, and America offers testimonial to the abundant opportunities to have their music not only heard, but recorded as well. Back in the states only Delmark Records and Nessa Records, dedicated but financially limited at the time, had been interested in their music.

The remarkable recording you now possess was a part of the fruit of this fertile period. Recorded in December of 1971, it didn't see release until 1975, an era when interest in this music was quite low. Consequently, it pretty much slipped through the vast cracks that swallow so much music outside the leading movements of the day. Fusion's popularity had long knocked this stuff out of real contention.

Although the purer thrust of issues originally addressed by that AACM as a communal organization had changed through interaction with other musicians —Braxton, for example, was in the midst of working in the landmark group Circle with Chick Corea. Dave Holland, and Barry Altschul— Together Alone, as author Ronald M. Radano suggests in his excellent book on Braxton New Musical Figurations (University of Chicago Press. 1993), "looked back on performance approaches first developed in the AACM." Braxton and Joseph Jarman, both with the Art Ensemble and on recordings of others (BYG's catalog is rempant with semi-ad hoc configurations that both Braxton and Jarman had participated in), had laid to rest the conscious insularity that made the AACM's deliberate collectivism so effective at its peak, but this album proves they hadn't surrendered the spirit that guided them in Chicago.

The album opens with three Jarman compositions. The title track finds both Braxton and Jarman on alto saxophone spinning long. languid, serene, and melancholy unison lines; the path eventually forks and Braxton takes on a more rugged and jagged trail while Jarman's remains smooth and flowing. Despite the musical separation, the saxophones remain inextricably linked. One of the AACM approaches Radano surely refers to on this recording is the integration of silence and space. At times, the music goes against the grain of time, and other moments it rejects it altogether. Leaving the music strewn with gaps of silence rather than opting for a total sound density, the AACMers were among the first in jazz to exploit space as a compositional tool.

The opening track flows into "Dawn Dance." Braxton moving to piano and Jarman picking up his flute. Oblique, spacious keyboard punctuations -- including some compelling inside-the-piano tinkling—provide a bed for Jarman's outpourings which range from gentle, highly lyrical dreamweaving to almost sharp, stuttered jags. The brief "Morning (Including Circles)" leaps from a soothing peal of hand bells into dense cacophony. Amid myriad layers of sound, the static bells become suddenly abrasive, Braxton and Jarman shouting out of sync, while their shrill horns seem to simulate electronic white noise. It's an exhilarating, early ascent into coarse textural exploration.

Braxton's "Composition 21" ("CK7 [GN]") elaborates the textural layering on a grander scale. Flutes, piano, contrabass clarinet, alto sax, whistles, and abstract, sometimes jarring sounds on electronic tape provide an extremely dense sonic collage, yet once one abides by the superficial level of chaos, it becomes obvious that Braxton's sound sculpture is most certainly ordered and well-conceived. Finally, Braxton's lengthy "Composition 20" ("SBN-A-1 66K") constructs a fine tension between lyrical horn lines (his contrabass clarinet and Jarman's soprano saxophone) and an almost static but changing ring of jingling bells. The bells develop in complexity throughout the composition, providing an increasing tension with the horns. Although the bells suggest no melody, their pattern becomes more and more dense harmonically, while the attack of the horns doesn't fluctuate.

Aside from being the only duet recording there is between these two masters. Together Alone is far more than just a curious meeting. Elaborating on AACM concepts with lessons learned in Paris, its exciting combination of one-on-one collaboration with through-composed material sounds more vibrant and vital than ever, over two decades since it was recorded.

— Peter Margasek, August 1994

	Joseph  JARMAN
	Black Paladins
	1980
	37:48
	label: Black Saint

Joseph Jarman [sopranino, tenor and bariton saxes, shell conch horn, fl, bass bamboo fl, frog fl, b cl, voice], Famoudou Don Moye [d, donno, chekere, conch shell, tumba conga, rattle, bendir, trap drums, whistles, bird calls], Johnny Dyani [p, b, tambourine, voc]. 

Joseph Jarman и Don Moye -- участники Art Ensemble Of Chicago (см.); Moye также входит в группу The Leaders  (cм. L. Bowie).

  According to my dictionary, a paladin is a “prince; heroic champion.”  By all accounts, Jarman, Moye and Dyani are princes of contemporary music — heroic champions of jazz. If we lived in the best of all possible worlds, such men would be recognized as our living royalty, our international treasures. Instead they are our modern minstrels — traveling the world bringing their musical message of good will and peace to the remote corners and the dense cities. Much has been written about the ‘internationalization’ of jazz. Take this album — two Americans, who met while they were both living in Paris, and a South African, resident of England, gather in an Italian recording studio to wax a blend of African, American and Latin musics. Yet it still fits under the banner of ‘Jazz’. It seems to me that jazz is coming full circle. Borne of the music of African slaves, who adapted their native musics to field hollers in English, to gospel and blues, to ragtime and dixieland, to swing and bebop, to cool jazz and hard bop and free jazz and fusion and free funk and beyond, the music of Africa, the source, is returning to the jazz of today. The instruments that were familiar to the great-great grandparents of todays black musicians — balafons, talking drums, congas of every shape and tonal variation — are being used more and more in today’s music, and to better and better result. There is also a lot of chanting being employed, also with highly musical results. [...] As musicians travel farther and wider and keep their ears to the ground they tread, we are seeing Aboriginal instruments on the stage of the jazz club as well as Oriental instruments of every kind and South American instruments. There are no more walls, there are no more boundaries. The age of supersonic travel and instant satellite communication has allowed musicians — and other artists — to return to their deepest roots, to explore the simple, yet highly sophisticated, musics and customs of other lands. And, most importantly, it is good and real much of the time — not pretentious and forced.

  This album is very much of a whole — it begins on a dancing Africanish tone . In between these three men employ some 20 instruments and bring forth feelings of joy and sadness, morning and night, life and death. [...] These Black Paladins — Jarman, Moye, Dyani — are inheritors from the Black Paladins of the past: The heroic champions, like Bessie Smith and Louis Armstrong and Sidney Bechet and Scott Joplin, who forged the music called jazz; the heroic champions, like Duke Ellington and Lester Young and Charlie Parker and Dizzy Gillespie, who faced the mountains and just climbed and climbed; all the princes of the past and present. They were terrible in those days. “In those days we shall be terrible” (line from the poem by Henry Dumas.)

	Joseph  JARMAN
	Inheritance
	1991
	47:25
	label: KEM (NJ, USA), Four Star — “Masters of Jazz” series.

Recorded in 1983,  NY.

Joseph Jarman [s&t s, c fl, b fl], Famoudou Don Moye [perc], Fred Hopkins [b], Geri Allen [p, synth].

	Al  JARREAU
	“1965”
	1982
	43:15
	One of the remarkable things about Al Jarreau is that he has remained dedicated to the jazz idiom he loves, as this recording clearly demonstrates. When the Beach Boys and the Beatles were happening, Al Jarreau was making “1965”. This recording offers a unique opportunity to hear the beginning of a long and continuing career of artistic development. When comparing this recording with the Jarreau of today, one can detect certain stylistic changes — the voice is more assured, more mature now; and today he is more attuned to contemporary tastes while remaining true to his basic jazz self. But the seeds of his unique talent... the special qualities it takes to achieve stardom... are quite evident on this recording. Which brings us to something else that’s remarkable... though recorded nearly twenty-five years ago, using the best monaural facilities available at that time, and without benefit of the great technological advances and “sweetening” techniques developed since then, the sound quality of “1965” is pure and uncluttered. To preserve the integrity and purity of this recording, the COLOSSUS digital audio system was used in the mastering process, thereby archiving a much more “musical” representation of the original performance. It serves perfectly to show off the shining talent of a young Al Jarreau.

	Al  JARREAU
	Glow
	1976
	36:15
	Al  JARREAU with: Larry Carlton [g]; Joe Sample [ac p, organ]; Tom Canning [el p]; Larry Nash [k]; Wilton Felder [b]; Joe Correro [d]; Ralph MacDonald & Steve Forman [perc].

	Al  JARREAU
	Heaven And Earth
	1992
	47:30
	Al  JARREAU with: Narada Michael Walden [production, d]; Louis ‘King Pin’ Biancaniello [k]; Paul McCandless [oboe]; Jeff Chambers [ac b]; Joel Smith [el b]; Vernon ‘Ice’ Black [g]; Jerry Hey [tp];  Dan Higgins [s];  + backs.

	Keith  JARRETT
	Facing You
	1971
	47:42
	K.J. -- постоянный победитель “DownBeat readers/critics poll winners” в категории Piano

K.J. -- Лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучшее джазовое инструментальное исполнение (во всём альбоме)».
В Стокгольме назван очеред​ной лауреат престижной музы​кальной премии Polar Music Prize, учрежденной в 1987 году продюсером группы АВВА Стигом Андерсоном: 12 мая чек на $117 тыс. получит американ​ский пианист Кейт Джарретт.
За четыре дня до церемонии в Королевской академии музы​ки Кейт Джарретт будет праз​дновать 58-летие. Вероятно, он услышит тост и по поводу швед​ской награды, кстати, достав​шейся Джарретту вслед за прош​логодними лауреатами Polar Music Prize — нашей Софьей Губайдулиной и певицей из ЮАР Мириам Макебой.
Вообще, список обладателей Polar Music Prize настолько вну​шителен (Рави Шанкар и Пьер Булез, Мстислав Ростропович и Боб Дилан, Элтон Джон и Пол Мак​картни), что объяснять критерии ее присуждения как-то даже из​лишне. Само собой, учитывается суммарный вклад номинанта в историю музыкальной культу​ры —вклад, желательно подкреп​ленный солидной общественной репутацией номинанта.
В случае Кейта Джарретта го​ворить, однако, о каком-либо от​влеченном от музыки роде общественной деятельности не приходится. Это пианист, как говорится, до кончиков ногтей. Играть начал в три года. В пят​надцать уже сочинял и экспери​ментировал. А результаты своих американских «университетов» закреплял в Париже у знамени​той Нади Буланже.
Даже чисто физиономичес​ким впечатлением от Джарретта обмануться невозможно: оч​кастый чернокожий интелли​гент, спокойный, подтянутый. Универсал и умница, самодоста​точность которого подкупает любого слушателя: от поклонни​ка джаза до завсегдатая класси​ческих клавирабендов. Спокой​ной уверенностью в себе Кейт Джарретт добился, кажется не​возможного: начав карьеру в составе Чарльз-Ллойд-квартета, а затем в конце 60-х создав соб​ственное Jarrett Trio, он все-таки воспринимается индивидуаль​ностью, а не деталью в коллек​тивном портрете.
Роль тут, скорее всего, сыграл своевременно заключенный в 70-х эксклюзив Кейта Джарретта с фирмой ЕСМ: под надзором главного айсиэмовского креативщика Манфреда Айхера пианист до сих пор расходуется ис​ключительно бережно и умно. Огромный каталог записей Джарретта поражает перемен​чивостью его амплуа. Между первым альбомом (Always let my go) и последним (где компози​ции Джарретта разбиты трека​ми с Чиком Кориа, Гэри Бертоном и чикагским ансамблем) чего только нет. Свободные импровизации Jarrett Trio. Диск под названием «La Scala». Бах — от «Хорошо темперированного клавира» и «Гольдберг-вариаций» до «Фран​цузских сюит» (на клавесине) и клавирно-альтовой сонаты с потрясающей партнершей Ким Кашкашьян. Шостакович — 24 прелюдии и фуги. Арво Пярт, чьи Fratres (для скрипки и фор​тепиано) Джаррет играет с Гидоном Кремером. Сборники джа​зовых шлягеров, баллад и народных песен в фортепианной обработке. Концерты Моцарта. Рафинированной исполни​тельской культуре Кейта Джар​ретта критики любят вменять и «удивительную слуховую про​ницательность», и «энциклопедизм». Пишут о сочетаемости простоты с аналитикой. О сво​боде уходов от «умной фразы» в «лирическую прострацию». Однако самым неординарным, на мой взгляд, стало призна​ние одного специалиста: «Кейт Джарретт умеет докопаться до самой сути мелодии, которую он словно бы раздевает догола». Жюри Polar Music Prize явно не промахнулось с выбором нынешнего лауреата.
-- Коммерсантъ, 2003
label: ECM

Keith Jarrett [p]. 

Jazz musicians travel many roads before they settle on that path most satisfying to their muse. Along the way their expectations, and those of their audi​ences, can change dramatically. Indeed, throughout the history of American music, artists have perfected and discarded dozens of musical notions before arriving at that one moment they feel to most deeply express their own personal style. Even at that, there are further distillations and refinements to be made. In truth, no musician ever truly finishes his trav​els, but with each new step adds countless dimensions to a living work in progress.

Even as a young, brilliantly gifted, improvising wizard from Allentown, Pennsylvania, pianist Keith Jarrett could little anticipate how strong and steady his road to international acclaim would be. Born in 1945, Jarrett cut his teeth on a variety of gigs as a teenager, honing his consider​able skills enough to earn a scholarship to the Berklee School of Music in Boston, but chose instead to continue his musical studies in Paris with that estimable classical mentor, Nadia Boulange.

By the mid '60s, the young pianist was gigging with heavyweights like Roland Kirk and Art Blakey's Jazz Messengers (in a short-lived ensemble that included another future fusion superstar, Chuck Mangione), but it was work as a sideman with reedman Charles Lloyd that put Jarrett on the map. Along with drummer Jack DeJohnette and bassist Cecil McBee (later replaced by Ron McClure), the Charles Lloyd Quartet was to enjoy unprecedented crossover success as a kind of generic John Coltrane Quar​tet, which isn't to say that they were jiving. But on the strength of albums like Forest Flower, the Lloyd Quartet achieved international pop acclaim quite unlike that of any of their contemporaries, playing a heady amalgam of modern jazz styles back in the summer of love. In many ways, the rhythm section was the most interesting thing about the band, and on the strength of this exposure, Jarrett was soon able to form his own trio with Charlie Haden and Paul Motian.

To present day audiences, enraptured by his commitment to the acoustic piano and his solo recitals in both the jazz and classical idioms, Jarrett’s developmental work as a sideman and leader on sessions for Atlantic, Columbia, and Impulse must be a source of wonder. Could this really be the some Jarrett of Facing You and its introspective progeny? While his command of keyboard dynamics and timbre is no less ravish​ing than on those acclaimed later works for pro​ducer Manfred Eicher's ECM label, there is a row, edgy funk to Jarrett’s earlier work which in part reflects the tenor of those turbulent times, and the exploratory verve of all the musicians who came of age during them.

This was, after all -- for better and for purse -- back during the first blush of what come to be known as fusion, a grand synthesis of all that was strong and true in jazz, blues, rock, funk, classical, and third world... or so it was meant to be. Of course, things didn't work out quite as planned, and fusion took a hard right towards conventional pop. But 1972 was still the age of innocence, still a time of striving and hope and exploration. Musically, it was an era of inclusion, not exclusion, and armed with a fresh set of musical expectations, the hope was that you could blow what you know and create your own musical genre.

На этом альбоме Кит Джаррет первым среди джазовых пианистов (и, кстати, первым среди пианистов вообще — в истории звукозаписи) продемонстрировал свободную импровизацию. Но здесь свобод​ная импровизация не стала синонимом неслушабельной или атональной. Напротив, насколько свободно и без какого-либо предварительного плана скользят по клавишам руки Кита Джаррета, настолько же свободно расцветают уши слушателя. То, что делал Кит Джарретт на Facing You, впоследствии стало его фирменным стилем. Альбомы «Бремен Лозанна» или знаменитый «Кёльнский концерт» — то же самое. Они впечатляют гораздо больше, но Fac​ing You был всё-таки первым. Да и композиции на нём не превы​шают 5-6 минут, в отличие от последующих 40-минутных интра-музыкальных путешествий.

До Джаррета многие пианисты записывали сольные альбомы «один на один с фортепиано и со слушателем», без поддержки ритм-секции. Хотя и не слишком любили это делать. Но даже такой нова​тор, как Билл Эванс, играл свои импровизации, оставаясь в опреде​лённых рамках — по крайней мере, оглядываясь на би-боп и тради​ционную джазовую импровизацию. Что уж говорить об Арте Тейтуме, Оскаре Питерсоне, Дэйве Брубеке и многих других... До Джаррета многие музыканты пытались «свободно импровизиро​вать». Лучше всего это выходило у Джона Колтрейна, однако его мастер-классы фри-джаза Meditations или Love Supreme способен выдержать только очень стойкий слушатель. Вопреки (а, быть может, именно благодаря) этому качеству, о Колтрейне по сей день говорят как об одном из главных новаторов джаза и одном из самых духовно глубоких музыкантов. Facing You сразу же после выхода завоевал огромную популяр​ность, что заставило некоторых критиков заклеймить Джаррета «кумиром образованных домохозяек». Но даже очень предвзято настроенному человеку очевидно, что талант Кита Джаррета значи​тельно выше и глубже, чем любые подобные ярлыки. Собственно, этот талант и не нуждается в оправданиях — музыка сама говорит за себя.

Свободная импровизация Кита Джаррета оказалась первой, не имеющей какого-либо направления или джазовой основы (пожалуй, единственное, что на этой пластинке осталось от джаза — это сама импровизация, свободный стиль игры). Facing You великолепным образом напомнил, что импровизация — не есть нечто, уходящее корнями в джаз или в негритянскую музыку. Вся европейская класси​ческая традиция была пронизана импровизацией — Моцарт был великим импровизатором, а слава самого И. С. Баха при жизни в первую очередь основывалась на живой игре (читай — импровиза​ции на заданную тему) на органе. Впрочем, несмотря на всё своё значение для истории джаза, этот альбом (равно как и сам Кит Джаррет) не стал примером для подражания, хотя бы потому что для подражания такой музыке нужно самому быть великим музы​кантом. Но истинный смысл Facing You, безусловно, близок и понятен очень многим молодым джазменам — больше прислуши​ваться к тому, что у тебя внутри. И пытаться выразить это по-своему.
--- Play

	Keith  JARRETT
	Belonging
	1974
	46:37
	label: ECM

Keith Jarrett [p], Jan Garbarek [t s, s s], Palle Danielsson [b], Jon Christensen [d].

	Keith  JARRETT
	Staircase
	1977
	34:56 39:27
	label: ECM

K. Jarrett solo piano

	Keith  JARRETT
	The Survivors' Suite
	1977
	48:41
	label: ECM

Keith Jarrett [p, s s, bass recorder, celeste, osi drums], Dewey Redman [t s, perc], Charlie Haden [b], Paul Motian [d, perc].

	Keith  JARRETT
	Eyes Of The Heart
	1979
	50:58
	label: ECM

Keith Jarrett [p, s s, osi drums, tambourine], Dewey Redman [ts, tambourine, maracas], Charlie Haden [b], Paul Motian [d, perc]. Recorded live May 1976.

	Keith  JARRETT
	Nude Ants  (Live at the Village Vanguard)
	1979
	46:04 55:38
	label: ECM

Keith Jarrett [p, perc], Jan Garbarek [saxes], Palle Danielsson [b], Jon Christensen [d, perc].

	Keith  JARRETT
	Standards Live
	1985
	54:23
	label: ECM

K.Jarrett [p], Gary Peacock [b], Jack DeJohnette   [d].

	Keith  JARRETT
	Spirits  [2CD]
	1986
	55:21 55:49
	label: ECM

Keith Jarrett [fl, recorders, voice, s s, p, g, perc] 

K.J. соло исполняет этническую музыку.

	Keith  JARRETT
	Book Of Ways   [2CD]
	1987
	47:47 53:21
	label: ECM

Keith Jarrett [clavichord].

	Keith  JARRETT
	Works By Lou Harrison
	1988
	51:51
	label: New World

Keith Jarrett [p] with orchestra. (подробно см. в: Lou Harrison)

	Keith  JARRETT
	Personal Mountains
	1989
	61:26
	label: ECM

Keith Jarrett [p, perc], Jan Garbarek [t s, s s], Palle Danielsson [b], Jon Christensen [d].

	Keith  JARRETT
	Tribute     [2CD]
	1989
	54:29 60:40
	label: ECM

Стандарты. Keith JARRETT / Gary PEACOCK / Jack DeJOHNETTE

	Keith  JARRETT
	Paris Concert
	1990
	50:17
	label: ECM

rec. 1988

Keith Jarrett [p].

	Keith  JARRETT
	Vienna Concert
	1991
	68:11
	label: ECM

rec. 1991

Keith Jarrett [p].

1. Vienna, Part I (41:53)

2. Vienna, Part II (26:03)

Ah on this planet we are born again and again. A gold sun rises in the East, but for us, it is a black sun. Each time the black sun rises, dazzling and tremendous, its sadness flows into us. "If this sadness could not flow out of me, it would kill me." I listen and I see a horse-dragon swim up out of the Black Sea. It climbs into the air. Play on, play on -- what can we do but long for this dragon-water from the Black Sea to fall on us?

---- Robert Bly

I have courted the fire for a very long time, and many sparks have flown in the past, but the music on this recording speaks, finally, the language of the flame itself.

---- Keith Jarrett

Evocation of emotion determined by a resistance of emotion.

As Bach, at the organ, explained to an admiring pupil: "It's a matter of striking the notes at exactly the right moment."

---- Manfred Eicher

	Keith  JARRETT
	The Cure
	1991
	77:38
	label: ECM

Live at Town Hall, New York. Исполняются стандарты. Состав как выше.

	Keith  JARRETT
	Bye Bye Blackbird
	1993
	67:57
	label: ECM

Jarrett, Peacock, DeJohnette.   

Альбом посвящен памяти Miles'a Davis'a (записан 12 октября 1991 г.) и содержит стандарты, которые в разные годы исполнял Davis, а также две импровизационные композиции.

	Keith  JARRETT
	At The Deer Head Inn
	1994
	66:33
	label: ECM

[стандарты]   Keith JARRETT / Gary PEACOCK / Paul MOTIAN

	Keith  JARRETT
	Keith Jarrett At The Blue Note

(6CD set)
	1994
	69:37 76:32 70:45 75:58 62:34 68:21
	label: ECM

K. Jarrett [piano]

rec. live 1994

	Keith  JARRETT
	J.S.Bach: Goldberg Variations
	1989
	61:39
	label: ECM

K. Jarrett [harpsichord]

	Keith  JARRETT
	J.S.Bach:  Das Vohltemperierte Klavier, Buch I, II
	1989, 1991
	51:28 54:11 70:10 79:47
	label: ECM

K. Jarrett [piano - Buch I, harpsichord - Buch II]     (4CD)

	Keith  JARRETT
	G. I. GURDJIEFF: "Sacred Hymns"
	1980
	52:54
	Keith Jarrett [p]

Original transcription for piano -- Thomas De Hartmann

(Gurdjieff -- см. тж. в разделе 'Alternative')

Reading of Sacred Books   8:17

Prayer and Despair   3:49

Religious Ceremony   4:06

Hymn   2:44

Orthodox Hymn from Asia Minor   3:03

Hymn for Good Friday   1:34

Hymn   2:29

Hymn for Easter Thursday   3:25 

Hymn to the Endless Creator   2:02 

Hymn from a Great Temple   4:28

The Story of the Resurrection of Christ   1:35

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

Easter Night Procession   2:53

Easter Hymn   5:47

Meditation   1:41

	Keith  JARRETT
	Dmitri SHOSTAKOVICH:
24 Preludes and Fugues, op. 87
	
	60:40 74:44
	label: ECM

performed by Keith Jarrett

CD 1: P&F #1-12

CD 2: P&F #13-24

	The JAZZ  COMPOSER’s  ORCHESRA (Michael MANTLER)
	Communication
	1964-65
	39:20
	label: Fontana / Nippon Phonogram (Tokyo), edition 1990.

Carla Bley (см.); Michael Mantler (см.) [tp]; Steve Lacy (см.) [s s]; Paul Bley (см.) [p]; Archie Shepp (см.) [t s]; Eddie Gomez [b]; Jimmy Lyons [a s]; Roswell Rudd [tb]; Steve Swallow (см.) [b]; Barry Altschul [d]; Robin Kenyatta [a s]; a.o.

1. Roast (by Carla Bley) 1964

2. Day, Communication #4 (by Mike Mantler) 1965

3. Day, Communication #5 (by Mike Mantler) 1965   

	The JAZZ  COMPOSER’s  ORCHESRA (Michael MANTLER)
	Communications
	1968
	73:45
	label: ECM

Music composed and  conducted by Michael Mantler.

Soloists: Cecil Taylor (см.) [p], Don  Cherry (см.) [cornet], Roswell Rudd [tb], Pharoah Sanders (см.) [ts], Larry Coryell [g], Gato Barbieri (см.) [ts]. Orchestra features: Steve Lacy (см.), Carla Bley (см.), Ron Carter (см.), Charlie Haden (см.), Reggie Workman (см.), Andrew Cyrille (см.), Eddie Gomez, Steve Swallow (см.), Jimmy Lyons, Alan Silva, Howard Johnson, Frank Wess, a.o.

Rec. 1968

1. Communications #8

2. Communications #9

3. Communications #10

4. Preview

5. Communications #11, Part 1

6. Communications #11, Part 1

THE LISTENER

ANNE
EACH ASPECT OF ANNE IS ITS MUSCLE. SHE'S IN THE PARK NOW, AND IT IS TO THIS WONDERFUL AMERICAN AUDITORIUM THAT THE PARK CON​FORMS. TO BE IN ANNE IS TO BE IN LOVE. "HOW DO YOU THINK YOU WILL LOOK DEAD?" "WARM." IT'S WHATEVER WE FIND THAT ANNE AND I WISH TO CONVEY, IF IT'S NOT PARTICULAR. ANNE SLEEPS WITH MY BELT UNDER PILLOW. IN THE MORNING, WHEN ANNE AWAKES ("THAT'S WON​DERFUL.") OTHERS DO TOO. AND THAT'S WONDERFUL TOO, FOR THE SUN NEITHER GO NOR GOES DOWN. (AN EXHILARATION AROSE WITH PREVIEW. ANNE SAID, "I DON'T THINK THIS HAS HAPPENED IN THE LAST 20 YEARS.") FOR HER TO TAKE IF SHE NEEDED TO BEFORE HER WEDDING. PREVIEW IS TIMED TO START. THERE IS NOTHING SPURIOUS NOR MAN​NERED NOR SEEMLY. WE ARE VERY FOND OF ITS LAUDATORY TISSUE OF TRUTH – AND PHAROAH SANDERS (PRESCRIBED BY ANNE HERSELF TO TIGHTEN THE PROMENADE IN YOUR IDLE PANTS.) "COURAGE, MY VELVET." "IT'S NOTHING." HEARD REPEATEDLY – FORGIVE MY COR​RECTING YOU – BUT IN MANTLER'S ORCHESTRA THERE IS NO REDUC​TION TO MONITOR – IS SUDDEN TRACTABILITY. NEVER ANY SIMPLE SUBSIDING BUT WHOLE SINKING. IT IS NOT FOR ANYTHING. ASKING AN INJURED MUSICIAN "HOW DID YOU CUT YOUR FINGER?" (HOW DO YOU CUT YOUR FINGER?) OR THE LUDICROUS MUSIC OF MADE-UP COM​MUNISM, BASKING FOR TIME IN THE AFTERGLOW OF PRE-EXPOSURE (IF NO ONE SLEEPS, WHO WONDERS?) AND BIG BANANA FARTS, OR THE FALSE MODESTY OF ONE FOR SO LONG PRAISED FOR MEDIOCRITY THAT HE BECOMES CAPABLE ONLY IN CONSTRUING MODESTY ARROGANCE (FORCE IS SUFFICIENT AND SO'S MOST BLOOD, SYNCOPATION ITS OWN HISTORY OF IRRITATION.) WHILE MODESTY, IF AUDACIOUS, MARKS THE MONITOR ABSENT, AS HERE IN STEPS ORGANIZED BY ROSWELL -- BET​TER TO MAKE HIS WAY THROUGH ORGANIZATION – OR THAT ORIGINAL DECREASING SONORITY OF GATO, WITH ALL ITS DUPLICATIVE SHREWDNESS (EVEN TO GETTING CHERRY'S SOUND) OR ANNE, CURIOUS ENOUGH TO SUCK FOR NOTHING BUT TO HATE FOR SCALE. THIS MUSIC, UNLIKE ANNE (KNOWN EXCLUSIVELY BY HOW WELL SHE KNOWS YOU) POINTS TO RECOVERY. BESIDES, ALL THE OTHER NICE GIRLS ARE IN TURKEY. MANTLER'S COMMUNICATIONS NOW NUMBER 11 (SEVEN AVAILABLE ON RECORDINGS). THEY CONSTITUTE AN ACCUMULATIVE ACHIEVEMENT OF AN EXTRAORDINARY NATURE, ESPECIALLY CONSIDERING THAT IT IS WITHOUT A RELUCTANCE THOUGHT NECESSARY IN THE PAST THAT SOLOISTS OF THIS CALIBER ARE ENGAGED BY HIM. ROSWELL, A SLIDE OF SIGHT. CHERRY, THE ARTIST. LARRY CORYELL (LOVED BY ANNE FOR A SOLO ON CARLA BLEY'S FUNERAL) WHO BEGINS ASTRIDE, STOKED UP YET FREE OF ORDINARY GUITAR CAULKING, AND SWALLOW (NOTABLE FOR HIS INTRODUCTION ON COMMUNICATIONS 10) WHO PEELS OUT OF LEVEL A PHRASE AT FIRST THOUGHT CRITICAL. THE COMPOSITIONS OF MANTLER INCREASE CONSIDERABLY THE STRENGTH OF THE FREE WORLD. ANNE ASKS IF ONE SHOULD BE IN LOVE IF ONE IS. SHE'S ALREADY TOLD ME THAT NOTHING PASSES OVER YOUR HEAD THE WAY YOU DO. (SHE'S HINTED THAT IT'S SOMETHING YOU PUT IN THE BUTTER.) SO IT IS IN THIS TOUCHED AMERICAN AUDITORIUM, AMONG THE CUSPS AND THE PUFFERBELLIES, SO BOLD AND BALD AND HAIRY, THAT ANNE, WRAPPED INTERESTINGLY IN THE PRACTICAL WORKING OUT OF THINGS (LES DECORS DE LA VIOLENCE) REVEALS WHAT HAS PASSED. IT RAINED FOR SEVERAL WEEKS, FROM EARLY MAY INTO JUNE, AND HER FIRST HUS​BAND (45 BOOKS WRITTEN IN LESS THAN THREE YEARS) BECAME IRRIT​ABLE, AND IT WAS ONLY UNDER EXPENSIVE AUTOMOBILES THAT PLACES DRY ENOUGH FOR HIDING WERE TO BE FOUND. ANNE SAYS THAT EFFECT AFTER EFFECT PILED UPON SINGLE SEQUENCE FINALLY BECAME PROOF TO USUALLY BRIEFLY-NEUTRAL CIVILIANS.
---- Paul Haines
BACK GROUNDS

How long will America remain blind to her unique artistic achievements? We live in a country of great wealth and technology whose avowed spiritual and political concerns share the heady idealism of an artistic manifesto. We endlessly propagate the "American Way of Life," ponder our manifest des​tiny, propose safeguards for the conscience of the individual, and yet we refuse to support or even recognize the indigenous creative accomplish​ments its artists have produced. Our country is second to none in patriotism: our desire to adorn our prosperity with "culture" is a constant national anxiety yet we cannot resolve the paradox and encourage a native artistic tradition. Jazz remains unrecognized as a serious art form. Modern dance and the tradition of Isadora Duncan, Ted Shawn and Ruth St. Denis, Martha Graham, and Merce Cunningham have, until recently, been ignored.

The crisis, with its particular form of chauvinism and naivete, is not new. Around the middle of the nineteenth century a great critical debate raged over various prescriptions for the new American Shakespeare. The great American author-to-be would naturally write within the conventions of the Romance, of Sir Walter Scott and his transplanted cousin James Fenimore Cooper, because the sublime emotions that filled every American's breast, surrounded as he was by the natural grandeurs of God's creations, could only be contained within the form. When "Moby Dick" was published it was virtually ignored. Those who did review the book were shocked at the blas​phemous betrayal of literary convention and found the moral ambiguities it described, to say the least, inconvenient. Years later an admiring Englishman visited an embittered Herman Melville at the New York Customs House (where he worked to support his family and his work on "Billy Budd," which was found completed at the bottom of a trunk long after his death) and inquired after the author of "Moby Dick." Melville stated that he no longer existed.

I once met an Englishman who, in the spirit of Melville's visitor, planned a visit to Kansas City. Since Count Basie, Lester Young and Charlie Parker had spent formative years there he wished to see what remained of the city's blues tradition. I later found myself comparing Melville's self-denial, to Dizzy Gillespie's statement that jazz was too good for America. Dizzy was referring among other things, to the fact that America had preferred to exploit the unhanpiness and eccentricity of some of her musicians rather than consider the music itself.  But unlike Melville, who succumbed to bitterness and a kind of spiritual suicide, Dizzy implied that the music would somehow endure, even beyond America.

And it has. Four generations of jazz musicians have found a sympathetic audience in Europe, an audience familiar with the musicians' work, interested in their development, generous in its support of the music. The pioneering books about jazz were written by Englishmen and Frenchmen. Their jazz journals are scholarly well-produced periodicals. The music is played in concert halls, produced by jazz societies, or in highly civilized clubs. No wonder many of our major musicians have become expatriates.

In America we have confined the music to the diseased ghettos of our national psyche. Jazz is most often played in nightclubs, the illicit reposi​tories of our most Rotarian citizens' unmentionable fantasies, and above the hustling waiters, the bibulous conversation, the jangling cash registers, the music is misconstrued. Creative energy is seen as fomenting sexuality, the saxophonist is Priapus and the drummer must be taking something, my dear. The musician is a liquor salesman, the master of the revels, the magnet for inhibitions, the Mac Man and Dr. Feelgood, the road to Heaven paved with bad intentions. These are but a few of the shadows in Plato's cave.

The endless distortions that the jazz musician must contend with are an absurd burden. Indeed much of America has reacted to the music in a fashion, unintentional though it may be, that can only be described as racist. The history of fazz reflects the spiritual journey of the black man in this country but society has trouble viewing jazz as anything more than a folk art. The musician is seen as an entertainer — not as an artist — and to protect his job he is encouraged to act in these terms. In the mass media his music is used to portray his enemies (gangsters, pushers, hustlers, hookers and the detec​tives) as predictably as Martians invade with the assistance of warmed-over Shostakovitch. His musical cry for freedom sounds to America like over​weening lust, a heroin flash, or the shuffle of happy feet out back. Discounting a spurious "King of Jazz" in The Twenties, the titles of men like Basie and Ellington have rarely been misplaced but royalties often are. The innovators in jazz have too often gone unrewarded and unrecognized while the diluted and acceptable commercial conduits have copped the spoils. The Rockefeller Report on the Performing Arts ignored jazz completely. It is surely time to realize that one of the questions asked by the blues — "How can I sing the Lord's song in a strange land?" — is far more than a local reference.

The extrinsic greatness of jazz lies in its breadth of conception, its ability to absorb players and influences from diverse cultures without losing its fundamental identity. Because the activity of jazz poses fresh musical and personal challenges, it has become an international movement; its artists come from all over the world; it has been used most successfully (if perhaps deceptively) by America in ameliorating her foreign policy. The jazz improviser is making immediate existential statements about his feelings toward himself and the world around him. He creates within predetermined though flexible forms — his link to his audience — with all the spontaneity, originality and honesty that he possesses.

Should the improvised truly teach the American nightclub audience, his livelihood would be jeopardized — his listeners would feel, reflect, and cease drinking. He would step out of his role as a popular entertainer. All vital Amer​ican artists have similar problems surviving our inflated popular culture. The American audience, influenced by the speed of machines and communications, prefers an instant aesthetic response to a reflective one. It must have words for pop music, representation in painting, a plot for the ballet. Yet the most vital art in America opposes this mechanistic inclination at every turn: Our jazz is speech transformed into music, our strongest painters tend to be abstract, our modern dance is often choreographed sculpture. Unless, of course, we prefer to be known by the jukebox, the animated cartoon and the Rockettes.

How long must we stare without comprehension at our "gift outright"? During her visit Mrs. Charles Dickens found us to be cultural barbarians. How long shall we continue to believe her? Did we win our revolution and our prosperity to learn graces from the dancing masters of Europe and bring order to the mysterious East? Must we support only those acoustical engi​neers mining the end of a European musical tradition or those who wish another try at the Grieg Piano Concerto or the Nutcracker Suite? Our artistic traditions have become international before we have nationalized them. Our strengths lie in our rebels – Herman Melville, Charles Ives, Jackson Pollock, Martha Graham, Charlie Parker, Ornette Coleman and Cecil Taylor.

Bring it on home. It's time . . .

--- Timothy F. Marquand,  1968 

	The JAZZ CORPS
	Featuring  Roland KIRK
	1966
	43:40
	label: Pacific Jazz (Capitol Records) 1994

Tommy Peltier [cornet, fl h]; Roland Kirk (см.) [fl, stritch, t s, bar s] (right channel); Freddy Rodrigues [fl, a s, t s] (left channel); Lynn Blessing [vibes]; Bill Plummer [b]; Maurice Miller [d].

  The Jazz Corps, like so many other ensembles – some undocumented and forgotten and others now celebrated, was a labor of love and creative outlet organized in 1963 by Tommy Peltier. Peltier, born in New Orleans on February 19, 1935, began playing the cornet at age 10. By the time he moved to Los Angeles at age 13, he’d already led his own youthful dixieland group in the Crescent City. He spent his high school, college and Navy (Guam) years in big bands. In 1958, he met tenor saxophonist Charles Brackeen («the most inspired person I have ever known»), and they formed a group that worked intermittently for the next few years. Both came under the spell of Ornette Coleman, then an intriguing, iconoclastic presence on the LA scene. Peltier recalls, «Charles is a brilliant saxophonist. He was known as ‘little Trane’ but then Ornette changed his whole concept, mine too. I remember getting kicked off quite a few bandstands with Ornette!» Ornette Coleman, Don Cherry, Charlie Haden and Billy Higgins, armed with an Atlantic record contract, headed for New York and ultimately international fame. Charles Brackeen and his wife, pianist Joanne, eventually followed. [...] This recording comes from a time when Roland (it would be a couple of years before he would add Rahsaan to his name because they formed the initials of the message of a dream he had) was between his time with Mercury-Limelight and with Atlantic. Jack Tracy, who had signed Roland to Mercury and produced all of his albums, had moved to Los Angeles and was producing for Blue Note and Pacific Jazz. The marriage of The Jazz Corps and Roland Kirk was his idea. This album is an interesting highlight of Kirk’s discography for several reasons. [...] About two years after this recording, Tommy Peltier started to feel excruciating pains during a big band gig. The doctors told him that he had an untractable hernia and would have to stop playing the cornet. (Ironically, Roland Kirk had to stop playing the trumpet at age nine on doctors’ advice because of the pressure it caused behind his already legally-blind eyes). That was the end of a love affair known as The Jazz Corps. No doubt, it was Roland’s availability that made this recording possible. [...]

	The JAZZ CRUSADERS
	Old Socks New Shoes...
	1994
	39:09
	jazz-funk

All of the music contained in this album was performed solely by the Jazz Crusaders — Joe Sample, Wayne Henderson, Wilton Felder, and ‘Stix’ Hopper, with a little help from their friends Arthur Adams and Freddie Robinson on guitars.

	JAZZMATAZZ см. в разделе ‘Acid’
	
	
	
	

	JAZ  KLASH
	Thru The Haze
	1996
	61:36
	acid jazz / funk

label: Cup of Tea Records

http://web.wavenet.com/~dgt/jazklash.html 

Rob Smith / The Angel / Peter D. [k, progr]; Jacky Terranson (Blue Note Records) [el p, Hammond]; Brian Auger [organ]; Louis Russel [g]; Katisse Buckingham [s, fl]; Greg Cook [funky bass]; Cokni O'Dire [v (#3)]; The Angel [v (#2, 7]. 

	The  JAZZ  PASSENGERS
	Plain Old Joe
	1993
	47:33
	Вариации этого состава см. тж.: 

The LOUNGE  LIZARDS; 

Bill WARE with Brad Jones and E.J. Rodriguez; 

GROOVE COLLECTIVE (with B.Ware); 

Roy NATHANSON;

Brad JONES;

Roy Nathanson (см.) [a&t&s s-s, cherimia, v]; Curtis Fowlkes [trb, v]; Brad Jones [ac b]; E. J. Rodriguez [d, kongas, cherimia, berimbau, gongs, bells, fishbowl, cheese breath saga]; Bill Ware (см.) [vibes, toy piano, banjo-in-a-box]; Jim Nolet [violin, viola, el g].

  From the big band freak-out of Sun Ra to the revelations of Coltrane, The Jazz Passenger’s stylistic leaps and tumbles have served them well. The band’s offbeat originals and quirky interpretations of standards demonstrate a sense of humor often missing from ‘serious’ jazz musicians.

 While many jazz ensembles merely invoke or re-articulate the music of their predecessors, the Jazz Passengers con​tinue to delve into deeper and better-hidden corners of jazz, exploring each new area with boldness and confidence. The funkiest of the funky and the smoothest of the smooth, the J.P.’s.. together now continue to be led by Lounge Lizard members Roy Nathanson (John Zorn, David Cale) on reeds and Curtis Fowlkes (Cecil Taylor, Henry Threadgill) on trombone. Also features Bill Ware (Groove Collective, Steely Dan, Vibes); EJ Rodriguez (Tito Puente); Bradley Jones (Elvin Jones); and Jim Nolet (Ornette Coleman).

  If you tossed into the air all the varied musical impulses from all the conflicting sub-genres that now coalesce around the word jazz, they might fall on top of each other to form whatever it is that the Jazz Passengers play.

  ‘Plain Old Joe’. ‘Joe’ exhibits a penchant for offering wispy traces of bebop, blues and funk that suddenly veer off, then back on, to the essence of the essence. 

«With its jagged lines, enticing melodies, thoughtful improvising and wry wit, this album is a marvelous treat.»  -- Downbeat Magazine.

	The  JAZZ  PASSENGERS
	In Love
	1994
	64:41
	The Jazz Passengers are: Curtis Fowlkes [trb, v]; Brad Jones [b]; Roy Nathanson [saxes]; E. J. Rodrigues [d, perc, v];  Bill Ware [vibes]; Jim Nolet [violin].

Featuring guest vocalists: Deborah Harry, Freddy Johnston, Bernard Fowler, John Kelly, Jimmy Scott, Jeff Buckley, D. K. Dyson, Mavis Staples, Bob Dorough, Jenni Muldaur.

	The  JAZZ  PASSENGERS
	Individually Twisted
	1997
	46:10
	label: 32 Records (New York) http://www.32records.com  

Roy Nathanson (см.), Curtis Fowlkes, Brad Jones, E. J. Rodrigues, Rob Thomas, Bill Ware (см.), + Marc Ribot (см.), Deborah Harry, Elvis Costello (см. в ‘Alternative’).

Quotes: Nestled between Mingus and Spike Jones, the downtown darlings and their lead singer, pop icon Debbie Harry, combine for one of the most critically acclaimed albums of the year.

	The  JAZZ  PASSENGERS
	Live in Spain
	1998
	51:36
	label: 32 Jazz (New York)  http://www.32records.com/catalog/cat_32077.html 

Roy Nathanson [a&t&s saxes, v]; Deborah Harry [lead v]; Rob Thomas [vln]; Curtis Hasselbring [trb]; Brad Jones [b]; Bill Ware [vibes]; E.J. Rodriguez [d]. Produced and engineered by Andy Metcalf.

Recorded at the Victoria Jazz Festival in Spain.

1. Intro

2. Fathouse

3. Lady Butter

4. When The Fog Lifts

5. Dog In Sand

6. Samba Uber Alles

7. Wednesday Afternoon

8. Maybe I’m Lost

9. Bullmoose Boulevard

Those lovable lunatics and their resident chanteuse, Deborah Harry, invade Spain. Watch it, Franco, they’re not jokin’.

If you tossed into the air all the varied musical impulses from all the conflicting sub-genres that now coalesce around the word jazz, they might fall on top of each other to form whatever it is that the Jazz Passengers play. The audience joins Passengers on their voyage through the history and future of jazz.
Last year my son Adam and I had the pleasure of working with The Passengers on the album Individually Twisted. Debbie and the guys, along with guest artist Elvis Costello, gave us a free hand to do what we wanted to with their music.

It's rare to get that kind of cooperation and trust from artists, let alone ones as singular as the members of this gang. We're honored and eternally grateful.

This self-produced album was recorded last summer in Spain and is pure Passengers. This is what happens when you see 'em "live."

A week ago Thursday, I played a pre-release copy of the album for my good friend Ivana Trump. It was a treat for both the ears and the eyes, watching her dance about the room as she listened, squealing with delight. She gave the album six stars and declared it both "speck-tock-ooh-lar" and "fob-ooh-lus." High praise indeed from a woman of such great taste.

And even if the Passengers had wanted us to produce this record for them we couldn't have. Adam spent last summer, as he has for the past forty-nine years, in Thule, Greenland, giving free ukulele lessons to that city's underprivileged children. As for me, I was in Montevideo where, by day, I served as artistic director of the first annual Rod Cameron Film Festival and, by night, completed Volume Three of my biography of Duncan Renaldo.

Anyway, enjoy the music. I'll talk to you later. Keep A Light In The Window.

Joel Dorn, Spring '98

Scanning the skies for enemy aircraft as a member of The Civil Air Patrol.

	Leroy  JENKINS
	The Legend Of Ai Glatson
	1978
	37:27
	Down Beat 48th Annual Critics Poll: Violin Of The Year (2000)
Leroy  JENKINS -- см. тж. с: Anthony Braxton «Silence» / «Time Zones» (1969); Cecil Taylor; George Lewis; Henry Threadgill; Muhal Richard  ABRAMS;

label: Black Saint

L. J. [violin]; Andrew Cyrille (см.) [perc]; Antony Davis [p]. 

	Leroy  JENKINS
	Mixed Quintet
	1983
	37:40
	label: Black Saint

1. Shapes, Textures, Rhythms, Moods of Sound       19’ 17’’

2. Quintet #3                                                                  18’ 09’’

Leroy Jenkins [vln (#1), viola (#2)]; James Newton [fl]; Marty Ehrlich (см.) [bass cl]; John Clark [french horn]; J. D. Parran [cl].

Rec. 1979, mix 1982.

  «The music isn’t dependent on changes, it’s dependent on direction. Where it came from, and where it’s going. Some people would call that open-ended, but it’s not. We usually don’t repeat the same heads, but we often work in a structure of theme/improvisation/theme/improvisation. So you know where you are coming from, and where you’ve got to go, and you’ve got a little time to make the ascent, the descent, or whatever is called for.» This is Leroy Jenkins speaking, in a conversation we had durign the fall of 1981. Jenkins was taking pains to identify the processes that go into his music, since he felt labels like ‘avant garde’ or ‘classical’ that have been applied to various aspects of his work oversimplfy and misrepresent what he is really after. While he was not specifically discussing the music of his Mixed Quintet, his comments are particularly enlightening about the stunning music on the present album. «The ‘heads’ are very strictly notated», he went on. «That’s where composing comes in. Improvisation is the main thing, but I always use composition to guide. We’re not playing aimless improvisations, we’re going places. The music that I compose sets up where we’re going each time. Yet a musician may bring something to the piece that effects where I want it to go, and if he does, then good, I’ll go with it. That’s what I hired him for, because he’s a known improviser. An improviser will try things, things I never though of. Sometimes they don’t work, but when they do I’ll go with them. I want adventure. I want a guy who will try to get up and impress me and other people. Musicians, after all, are the ones who bring a composition out. When I wrote it, it was just a figment of my imagination. When they play it, it’s for real.»

  Composition and improvisation, direction and adventure, have been seamlessly blended in Jenkin’s music for over a decade, whatever the context. [...] 

  The musicians Jenkins assembled for the Mixed Quintet represent several of the finest (if often unrecognized) voices of the period. James Newton, the young but already looming giant of the flute, will probably be most familiar, thanks to his own superb recordings and his work with the likes of Anthony Davis and John Carter. J.D. Parran and Marty Ehrlich, the quintet's reed section, have not been heard as widely, although as members of the St Louis collective Black Artist Group (BAG) they participated in Under the Sun (Arista-Freedom AL 1022), the heralded 1973 recording by the Human Arts Ensemble. Both have finally made their way to New York, with Ehrlich detouring to Boston for study at the New England Conservato​ry and work in Michael Gregory Jackson's band. John Clark, another New England Conser​vatory graduate, has played in the orchestras of Bil Evans, Carla Bley and George Russell and recorded under his own name for his own Hidden Meaning label and ECM.

 "Shapes, Textures, Rhythms, Moods, of Sound," the first of Jenkins's two extended compositions, begins with long ensemble tones that various members of the quintet dance around before the unison dissolves in runs and wisps of air. Ehrlich's bass clarinet sounds a second long tone that launches Jenkins on a ruminative, gradually expanding solo that illustrates his comments on using improvisation to realize direction. He arrives at his destination with delicate high notes that call forth gentle commentary from other players.

Jenkins sounds a figure that brings on Newton for an unaccompanied tour de force of overtones, vocalizations, and fluid articulation. Parran introduces a lovely new theme with support from the others, then moves into his own solo. His control of the clarinets upper re​gister is particularly impressive; and what a striking tone Parran gets from the instrument, with its intimations of the venrable Afro-American and European clarinet heritage.

The textures shift more rapidly from this point, as the bass clarinet tethers a brief con​versation before Jenkins launches a denser episode. Clark heralds a duo interlude where Newton provides countermelodies first for French horn, then violin, after which the full en​semble returns for Jenkins's poetic musingson "plentitude" and "empitude". Ehrlich's twist​ing bass clarinet is central to this passage, and he continues to thread through the collec​tive episode that ultimately settles in anticipation of the swirling coda.

"Quintet #3" might be considered less of a solo and more of an ensemble piece, though again there are passages where individual players stand out. The operning material contrasts fanfares with convoluted almost boppish lines. Jenkins uses viola here, which, mirrors the woody low tones of Ehrlich and Parran, just as the two reeds slide through the ensemble with the grace of bowed instruments. Tongue and air sounds mix with the leader's plucking before the quintet rises and hovers in a startling illustration of the group's range. One might single out the low presence of Ehrlich and Clark, or Newton's piping interjections, yet each of these players displays uncommon timbral diversity on his instrument, as well as the ability to hear his cohorts and inhabit every point in the ensemble spectrum.

As the lines grow more defined, we detect the central role Jenkins performs in the evolution of the piece -- shading with double stops, keying and stretching ensemble trills, returning to earlier thematic material. At times, his viola is able to suggest a bassoon. He even creates the effect of rifting the quintet into tempo before new written material appears featuring French horn over a mutating background. John Clark, who has never sounded better on record, displays the type of vocalized beauty that recalls Duke Ellington's use of trombones. The ensemble that follows brings the other instruments in quickly, with an emphasis on the clarinets, before another collective passage in which on voice is cascading over the others at every given point. The unison melody at the conclu​sion, warm but with a sting, ends the piece with an elusive salute.

   The above comments are intended to provide flashpoints to the listener, rather than to rigidly define the nature of this music. «I feel that the ‘avant-garde’ and ‘classical’ tags people put on me are designed to confuse people’s thinking», Jenkins insisted at one point in our conversation, and it is a sad truth that narrow pigeonholing has kept many potentially responsive listeners from similar idiom-stretching music. Will the so-called ‘serious’ or ‘contemporary classical’ audience make its way to Jenkins’s Mixed Quintet, where the execution is as precise as one could hear in a chamber group, and the improvisation far more convincing? Or will they pass the music up because it appears on a ‘jazz’ label? And will ‘jazz’ fans, even those who normally endorse the ‘avant-garde’, accept a group with such a ‘European’ instrumentation? Whatever your inclination, you pass this music up at your own risk, for it is among the most impressive in Leroy Jenkins’s ever-impressive career.           -- Bob Blumental.

	Leroy  JENKINS
	LEROY JENKINS' STING: 

"Urban Blues"
	1984
	38:56
	label: Black Saint

Leroy Jenkins [vln]; Terry Jenoure [vln, v]; James Emery (см.) [g]; Brandon Ross [g]; Alonzo Gardner [b]; Kamal Sabir [d].

All compositions and production by Leroy Jenkins.

Recorded Live Jan 2, 1984 at Sweet Basil, New York City.

Though widely regarded as the fore​most violinist in the new music, Leroy Jenkins is not one to sit on his laurels. His compositions are as important to him as his instrumental prowess, and deservedly so—his writing for diverse instrumental combinations (violin, clarinet, bass clari​net, flute, and French horn in his Mixed Quintet, violin, piano, trombone, synthe​sizer, and percussion on Space Minds, New Worlds, Survival Of America, and his Jazz Composers Orchestra commission For Players Only) throws colorful curves into relief as fresh, revealing structures teeter on the boundary between composi​tion and improvisation. And few bands explored that ambiguous territory as pas​sionately or with more relish than the Rev​olutionary Ensemble, which Jenkins co​operatively founded with Sirone and Jerome Cooper.

Jenkins continues to move on, how​ever, in totally unpredictable directions, and the latest results is Sting! Though the band's public debut took place at the New York Kool Jazz Festival in June 1982, Jenkins' intent goes back farther than that. Jenkins feels that... "Musical periods come and go, and there seems to be par​ticular styles popular in each period. I had heard a lot of the other "electric-type" groups, and I wanted to feel like part of this time. I always felt that I could do that sort of thing, put together a band with a more commercial sound—at least, in my own style—and get more people involved in my music, get more people to hear me."

Sting! was never meant to be a ploy for mass popularity, but an organic out​growth of Jenkins' compositional quests. He recalls... "I heard a sound I wanted to create, a certain string sound. The band actually developed out of a workshop I ran in New York, where during one pe​riod of experimentation, for example, I had four electric guitars and one electric bass, and we did some of the same tunes we're doing now. I found that I could get the guitars to phrase like trombones or trumpets or whatever I wanted. In order to work in the violin sound, I substituted two violins for two of the guitars, and still use an electric guitar plus an amplified acoustic guitar to emphasize the string textures."

Jenkins' textural quirks and skitterish, hopscotch melodic parries are as evident in Sting! as they've ever been, energized by a roller coaster rhythmic undercurrent that sustains momentum, meshing with the strings' chordal chunks or solo lines in often exhilarating fashion. This rhythmic thrust, and the free interweaving of lines may at times remind the listener of Ornette Coleman's harmolodic Prime Time, and its various progeny (Blood Ulmer, Jamaaladeen Tacuma, Ronald Shannon Jackson), but Sting! has its own musical character, spiky and lean at times (as on O.W. Fredrick, where a jubilant theme slams into a dramatic, repetitious brick wall of sound), elsewhere full-bodied and hard-hitting (Static In The Attic builds with the power of an onrushing train, and jackhammer riffs alternative with Tower of Babel vocals in Come On Home, Baby).

The often sectionalized nature of the compositions is a Jenkins' trademark, but the tunes on Urban Blues also share a di​rect inspiration... "I reverted back to my experience of playing on changes, but also in this case I wanted to exploit differ​ent areas of the blues. I've always been motivated by the blues, and so have the great players like Ornette, Bird, Coltrane. On Looking For The Blues, as a model I thought of Miles' All Blues — not in term of playing in particular keys or anything like that, but to use the blues feeling. The music is 40 percent written, 60 percent improvised—maybe more. I always de​pend on improvisation, and working with people who improvise... that way the band has to think about what they put across."

Urban Blues is saturated with blues feel​ing and details, from the backbeat chops injected into Static In The Attic, to the shuffle insinuation behind bass pops and soul guitar riffs in Looking For The Blues, to Why Can't I Fly? strutting r&b pas​sages. And the lyrics fit into Jenkins' per​sonal approach to the traditional form. "I'm not trying to define anything in par​ticular, but to project the same feeling with the words," he says, and such la​ments as "Gimme a break," and "Here I am/right where I started from/why can't I fly?" are given pointed emphasis in Terry Jenoure's vocal delivery. Meanwhile, the instmmental lines grapple and sway, clash, cajole, and stomp exuberantly. And you can dance to it.

— Art Lange

	Jean Francois  JENNY-CLARK
	Unison
	1987
	46:28
	Jean Francois  JENNY-CLARK - см. тж. с: J. KUHN; Michel  PORTAL; Jacques BREL; тж. в составе Ensemble Musique Vivante: Karlheinz STOCKHAUSEN “Aus Den Sieben Tagen” в секции ‘Alternative’.
free-jazz
label: CMP

J.F. Jenny-Clark [ac&el b] solo on 5 tracks, duos with Joachim Kuhn (см.) [p] on 1 track, Christof Lauer [t s, s s] on 2 tracks, Walter Quintus [digital electronics] on 1 track.  

Басист Jean Francois Jenny-Clark в 70-е  записывался с P. Motian и Albert Mangelsdorff

	The JIVE  ACES
	Planet Jive
	1998
	46:34
	neo-swing
Ian Clarkson [lead voc, tp]; John Fordham [t&bar sax]; Alex Douglas [trb]; Vince Hurley [p]; Ken Smith [string bass]; Peter ‘Bilky’ Howel [d].

Come on dancers, dig the beat. Come on hepcats, on your feet!

	Maria  JOÅO
	Looking For Love
	1988
	57:23
	label: enja

Maria Joao [v]; Aki Takase (см.) [p].

A gray October day in 1985. Three people have called me. "You possitively have to come to Dusseldorf! A singer is performing there who is absolutely sensational"! — "Who's that?" — "Ma​ria Joao." — "Who? Never heard of her..." On this day, four radio productions lie behind me. After all this, I really have no desire to go to Dusseldorf, but my arm was being twisted, and I was persuaded to go. The hall is half-full. No one knows Maria Joao. And then she enters: graceful, charming, smooth, an unaffected impression of naturalness. From the moment Maria begins to sing, I'm wide-awake. The day's stress is washed away. This woman has talent. What a voice! The phrasing and improvisation is perfect. After the first set it's clear: THIS IS PORTUGALS ANSWER TO BOBBY McFERRIN!

Two years later: I have, with others, organized a major jazz festival. Television and radio are there. On stage: Maria Joao and Aki Takase. Backstage, more and more musicians gather round. Bassist Ali Haurand and drummer Tony Oxley are standing near me. It is absolutely quiet. Maria and Aki go the limit — with effortless ease, totally self-absorbed. Every sound, every note, every phrase fits — just so, and no other way! "This woman is fantastic!" says Ali Haurand. "We've never had such a singer in European jazz until now." "Hey, man," says Tony Oxley, and nudges me, "Listen to Aki's left hand. Those bass lines are incredible." And indeed, Aki plays as if the piano world championship is at stake. And she succeeds in performing this way every night...

A perfect combination of two players of equal stature from completely different cultural back​grounds: Portugal meets Japan. One can think of no better, more empathetic accompanist for Maria, and Aki completely retains her musical integrity. She finds all the space to play out her feelings. Her strong left hand, her breathtakingly fast bass lines, the avant-gardish projections of the right, the combined lines of both hands in sudden bebop fragments left the public literally in an uproar. A day later, she played again, sitting in with tenor saxophonist Joe Henderson, and showed another stylistic side, playing in accord with Joe's musical direction. 

These two women belong to the best that jazz singing and jazz piano of the 80’s have to offer.

And here, finally, is an album. Their first together, it brings across that atmosphere that Aki and Maria convey "live." Lean back, close your eyes, follow them into the concert hall and let yourself be swept away by two perfectly matched players.

DIETER SPECK  "Jazz-Corner"

	Maria  JOÅO
	Sol
	1991
	52:02
	label: enja

Maria Joao was born in Lisbon, Portugal, where she started her musical career in 1982 at the Jazz School of the Hot Club of Lisbon. In 1987 Maria also started to work in duo with Japanese pianist Aki Takase and performed at most of the major festivals, and she also toured Canada, Japan and the United States.  “Sol” shows jazz vocalist Maria Joao exhibiting her roots — the music of Portugal. It is the first time that she records with her all-Portuguese group, aptly named Cal Viva, the Portuguese name for the unslaked lime with which houses are regularly white-washed. Maria decided to try that songs form to close to the Portuguese heart and in expressiveness related to the blues in jazz — the fado. “Sol” is a beautiful example how a native musical tradition can be transformed into contemporary expression through the language of jazz.

	Maria  JOÅO
	Alice
	1992
	65:17
	label: enja

Maria Joao [v]; Aki Takase (см.) [p]; Niels-Henning Orsted-Pedersen (см.) [b].

№6 – без вокала; остальное время = 55:52
WIRE 01 / 91 (London):

The festival closed with what was, arguably, its most unusal act: Maria Joao / Aki Takase / Niels-Henning Orsted Pedersen. The trio's breathtaking orginality, combining the bewildering variety of textures of Joao's voice with the plangent lyricism of Takase's piano and the familiar consummate artistry of Pedersen's bass, renders its music simply unforgettable. As a climax to the festival, the trio could not have been bettered. It demonstrated how effectively great musicians from highly-developed natio​nal traditions (here Portugal, Japan and Denmark respectively) can be intermingled to produce stunning, idiosyncratic and particular music which remains, nevertheless, recognisably indebted to its individual constituents. That, neatly enough, was the prime aim of the festival.

Chris Parker
Until relatively recently, women jazz musicians -- excluding female vocalists -- were a rarity. Pianists Lit Hardin, Lorraine Geller, Mary Lou Williams, Marian McPartland, Toshiko Akiyoshi, and trombonist Melba Listen were exceptions. Today, women have come to occupy an ever larger territory within what was formerly a male bastion. Drummers Cindy Blackman and Terri Lyn Carrington, bassist Kim Clarke, pianists Geri Alien, Marilyn Crispell, and Aki Takase, vocalists Cassandra Wilson and Maria Joao, Japanese alto saxophonist Sachi Hayasaka, tenor saxophonists Erica Lindsay and Sibyllc Pomorin, guitarists Emily Remler and Nana Simoupolos are diverse examples of the growing number of women who are making their influences felt within the music.

In 1981, George Gruntz asked me to fly to Tokyo with him to help put together a Japanese program for the Berlin Jazz Festival. I thus had the opportunity to hear Aki Takase for the first time. She was playing with tenor saxophonist Akira Miyazawa's quartet in the Junk Jazzclub, located in the Ginza quarter of Tokyo. I should say, by the way, that my friends Dr. Uchida, Yosuke Yamashita and Hideki Sato had suggested earlier that I go hear Aki. The next night Aki played with the same quartet in the Taro jazzclub, at that time situated in the Shinjuku section of Tokyo. I brought George Gruntz to the concert, and we decided that same evening to invite Aki, along with the rhythm section of her chosing, to Berlin. The concert is documented on the lp SONG FOR HOPE (enja 4012). In 1982 I organized a solo tour for Aki, during which she performed at the East-West Jazz Festival in Nuremberg. The results can be heard on her lp, PERDIDO (enja 4034). Since then, I've arranged tours for Aki in duo, in a trio setting which included bassist Cecil McBee, and in quartet.

It was at the 1986 Leipzig festival, during a duo tour with bassist Nobuyoshi Inc, that Aki first heard Maria Joao. I had been at Chris McGregors' solo piano concert that afternoon, and had no desire to hear a second concert that evening. Aki and Nobuyoshi talked so enthusiastically about Maria that I suspected something special could be in the offset. So it was that Aki had the idea to form the duo with Maria Joao. From this proceeded a series of duo tours produced by the Bremen - based management firm of Pete Mau, along with a Japanese tour organized by Aki. It was also Aki's idea to expand the duo, with the addition of Nils-Henning 0rsted Pederson, to trio. Aki once again demonstrated unerring musical judgement. In October, 1990, the new trio undertook a 4 week tour of Norway, initiated by the Norwegian government. At the end of the Norwegian tour, the trio traveled to Nuremberg and the East-West Jazz Festival, where the audience enthusiastically greeted their performance with standing ovations. Here are the results.

Horst Weber

Author of the book "CHARLES MINGUS"

	Maria  JOÅO
	Dancas
	1994
	59:32
	label: Verve

Maria Joao [v]; Mario Laginha [grand piano].

  It could be a portuguese sidewalk, with its black and white stone arabesques directioning the steps of the unwary walker through unknown alleys and unexpected belvederes, always surprising us and, sometimes, almost alarming us. What is that? It could be old memories of other times and other places, stamped in the skin memory. Something we run after but never catch -- always escaping from the chains or labels, always running away from being classified, always evading from the drawers of the definitive things. What could it be? It could be so many things! Two rivers playing with their margins, with no rest, no place -- but expecting a outfall and certain of the sea. It's just like this, this voice's run in the edge of a piano. Maria Joao. Body, soul and voice. A waving sidewalk, a memory, a river without margins which decided to become a sea. With Mario Laginha, a partner of other dances, Maria Joao is here all we don't expect, but all we always know it would be. Surprising? Yes. Wrapping? With no doubt. Maria Joao preserve the emotions of a collective memory that her voice turns richer with the strong colours of an amazing talent. What's this album? It could be much more than words can tell -- just everything the notes of Mario Laginha encircle and the voice of Maria Joao paints in colours. A timeless water-colour.   ------ Rosa Matos Bento.

	JOBIM -- см. в исполнении Eliane ELIAS
	
	
	
	

	Dr. JOHN
	“Take Me Back To New Orleans” / “In And Out Of The Town”
	1980
	72:42
	Down Beat 48th Annual Critics Poll: Beyond Artist Of The Year (2000)
Chris  BARBER & Dr. JOHN   [& jazz-band]

	Dr. JOHN
	Duke Elegant
	1998
	66:40
	Performing the music of Duke Ellington.

Dr. John [p, B3, v]; David Barard [b]; Bobby Broom [g]; Herman Ernest III [d]; + Ronnie Cuber [sax]; Cyro Baptista (см.) [perc].

1. On The Wrong Side Of The Railroad Tracks • 1947 (John Latouche, Duke Ellington) 

2. I'm Gonna Go Fishin' • 1959 (Duke Ellington, Peggy Lee)

3. It Don't Mean A Thing (If It Ain't Got That Swing) • 1932 (Duke Ellington, Irving Mills) 

4. Perdido • 1942 (Ervin M. Drake, Hans Lengsfelder, Juan Tizol) 

5. Don't Get Around Much Anymore -1942 (Bob Russell, Duke Ellington)

6. Solitude • 1934 (Duke Ellington, Eddie DeLange, Irving Mills)

7. Satin Doll • 1953 (Billy Strayhorn, Johnny Mercer, Duke Ellington)

8. Mood Indigo • 1931 (Irving Mills, Duke Ellington, Bernard Bigard) 

9. Do Nothin' Til You Hear For Me • 1943 (Bob Russell, Duke Ellington) 

10. Things Ain't What They Used To Be • 1942 (Johnny Mercer, Duke Ellington) 

11. Caravan • 1937 (Juan Tizol, Irving Mills, Duke Ellington) 

12. Flaming Sword • 1937 (Duke Ellington)

	Quincy  JONES
	Gula Matari
	1970
	34:24
	Большой состав. В их числе: H.Laws, J.Richardson, F.Hubbard, Al Grey, T. Thielemans, E.Gale, H.Hancock, Bob James, Grady Tate, Ray Brown, Ron Carter, and oth.

	Quincy  JONES
	Smackwater Jack
	1971
	42:43
	Состав подобен как выше, + Joe Sample, Jimmy Smith,...


	Quincy  JONES
	Body Heat
	1974
	38:38
	

	Quincy  JONES
	Mellow Madness
	1975
	44:20
	Q.J. [k, tp]; Dave & Don Grusin [k]; C.Findley [tp]; J.Richardson [s]; H.Laws [fl]; T.Thielemans [harmonica]; H.Mason [d]; Ian Underwood; and oth.

	Quincy  JONES
	The Dude
	1980
	41:13
	Состав варьируется. В любом случае все звёзды – здесь.

	Quincy  JONES
	Back On The Block
	1989
	57:56
	Quincy Jones with: J.Zawinul, Bill Summers, G. Phillinganes, S.Porcaro, H.Hancock, L. Williams, H. Mason, Ray Charles, Ch. Khan, Jan Underwood, Ella Fitzgerald, Al Jarreau, Bobby McFerrin, Take 6, Sarah Vaughan, Paul Jackson Jr, Dionne Warwick, Luther Vandross, Miles Davis, George Benson, Dizzy Gillespie, James Moody, George Duke, Barry White, Steve Lukather, Neil Stubenhaus, Gerald Albright, and oth.

“I’ve travelled many paths over the past 40 years of playing, composing, arranging and producing music — and at last — Back On The Block is something that I’ve always dreamed of doing. I’ve assembled a group of friends, both old and new, whose musical talents I consider to be God-given, and we’ve worked together to bridge generations and traverse musical boundaries. Let me express it another way: these colleagues and I have taken a journey through every influence and everyone that I love in music. We range in age and talents from Dizzy Gillespie, Ray Charles (whom I’ve known since I was 14) down to 12 year old singer Tevin Campbell (whom I just met this year). Each and all of those who are joined together here have a special meaning to me. Together with our friendship, we share the traditions of the African griot storyteller which are continued today by the rappers; the sensuous harmonies with Brazilian music; the Bebop with a dash of Hip Hop: the power of the gospel choir; the lush vocals of a Zulu chant; a taste of jazz, an acapella selebration — each and all evoking tears and laughter. If this album expresses but a fraction of the living and loving that went into making it, then I will be grateful. Back On The Block is music to take to the streets, to make love to, to reflect upon, to find hope in, get lost in and party to...   Wee bee doinit, y’all, hope you bee doinit too.” — Q.J.

	Quincy  JONES
	Q’s Jook Joint
	1995
	69:53
	Здесь c Quincy Jones проучаствовало безумное количество музыкантов из разных направлений. В их числе: LL Cool J, Stevie Wonder, Lester Young, Chaka Khan, Dizzy Gillespie, Queen Latifah, Barry White, James Moody, Ray Charles, Funkmaster Flex, Sarah Vaughan, Patty Austin, Miles Davis, Charlie Parker [!].

	Quincy  JONES
	Walking In Space
	1984
	
	 LP  ~ 36 min.

Big band. Solos: Roland Kirk [t s, reeds]; Ray Brown [b]; Eric Gale [g]; Grady Tate [d]; Bob James [el p]; Freddie Hubbard [tp]; Thoots Thielemans [harmonica]; Hubert Laws [t s, fl]; Jerome Richardson [s s] Jimmy Cleveland [trb].

  This was a happy album to make. New music and old friends. Quincy Jones, with his dues paid up, making it —  but still happiest making good music with the baddest cats in town. It shows.

	Rickie Lee JONES
	Flying Cowboys
	1989
	55:58
	Rickie Lee  JONES – см. тж. с:  Dan HICKS;

R.L.J. [v, g, organ, k]; Greg Phillinganes, Michael Boddicker  [k]; William ‘Smitty’ Smith [organ]; Neil Stubenhaus [b]; Rob Wasserman [b]; Dean Parks [ac&el g]; Chris Smith [harmonica]; Bob Sheppard [s]; Randy Brecker, Vince Mendoza [tp]; Greg Mathieson [Hammond B-3]; Walter Becker [b, synth]; Peter Erskine, John Robinson [d]; Paulinho da Costa [perc].  – Состав варьируется.

	Rickie Lee JONES
	Pop Pop
	1991
	50:13
	Rickie Lee Jones [female voc], Robben Ford [g] (см.), Charlie Haden [b](см.), Dino Saluzzi [bandoneon](см.), Joe Henderson [sax](см.), and oth.

Caution: Use only under close adult supervision. For outdoor use only. Do not put in mouth. Throw on ground.

	Rickie Lee JONES
	Traffic From Paradise
	1993
	44:44
	R.L.J. [v, ac g, mandolin, bowed dulcimer, k]; Brian Setzer (см. в секции ‘Rocknroll’: B. Setzer; Stray Cats), Dean Parks, Leo Kottke (см.) [el g]; Doug Lyons [french horn]; Bobby Bruce [violin]; John Leftwich [b]; Jim Keltner [d]; Alex Acuna [congas]; Brad Dutz [perc, marimba, tarkas, bodhran, udu].

	Rickie Lee JONES
	Naked Songs
	1995
	69:26
	R.L.J. [v, ac g].

	Rickie Lee JONES
	Ghostyhead
	1997
	52:30
	acid jazz

label: Reprise Rec (Warner) – USA   http://www.RepriseRec.com 

rec. in Los Angeles; prod. by R.L.J. & Rick Boston

lyrics and words can be found at: www.ghostyhead.com 

R.L.J. – lyrics, music & vocals

R.L.J. & Rick Boston – taylor, gybson L4, gibson mutt, baby bruno, kay, solid and hollow body epiphone guitars, kay bass, sleigh bells, drums, bowed dulcimer, kalimba, wurlitzer, rhodes, mpc-60, juno 106, jx-8p, dx1000, wire recorder, piano.

additional musicians:

John Leftwich – upright bass

Gerry Sutyak – cello

David Zeller – sheet metal

Janeen Rae – heller saw

Jay Lane – foot trunk, cymbals

Josh Friese, Ronnie Siago, Carol Es – live drums

1. Little Yelow Town

2. Road Kill

3. Matters

4. Firewalker

5. Howard

6. Ghostyhead

7. Sunny Afternoon

8. Scary Chinese Movie

9. Cloud of Unknowing

10. Vessel of Light

	Spike  JONES
	Spiked!
	1942-50
	72:28
	label: RCA / Catalyst  (with previously unreleased tracks), 1994.

Vocal,  vocal groups,  orchestra.

Spike  JONES (1911-1965) – Bеликий Mастер вокально- оркестровой пародии

  Spike Jones was born in Long Beach, California on Dec. 14, 1911; his given name was Lindley Armstrong Jones. Jones founded his own band, ‘Spike Jones and his City Slickers’, in 1940. It quickly earned a following and had several hit songs in its first decade; these, however, were usually ‘novelty’ cuts that rarely represented the group at its most interesting. In all, Spike Jones and his City Slickers sold more than 30 million records for RCA Victor; later recordings were on the Starlite, Decca, Kapp, Verve, Warner Bros. And Liberty labels. Jones has been increasingly recognized as a daring musical innovator. Jones prefigured so much of what is now taken for granted in music — and, indeed, in American culture — that Catalyst thought it was time to pay him appropriate homage. His pioneering incorporation of sound effects and noises into his performances and recordings helped pave the way for everything from musique concrete to digital sampling, from John Cage to Public Enemy. His wild and irreverent sense of humor has been so influential that his pure music has sometimes been overlooked. We hope ‘Spiked!’ will remedy that — and the listener can still expect some good laughs.   — Tim Page (Executive Producer for Catalyst, is also the Chief Music Critic for New York and Long Island Newsday.)

См. тж. другие подобные экзотические и сверкающие китчевые проекты: Martin DENNY,  Arthur LYMAN, Fred LANE. 

	Spike  JONES
	Spike Jones Is Murdering The Classics
	1971
	52:11
	RCA compilation 1971, mastering 1988, CD edition 1993.

(не пересекается с предыдущим CD)

	Spike  JONES
	Greatest Hits Of Spike Jones And His City Slickers
	
	71:00
	edition 1996.

(не пересекается с предыдущими CD на  56’ 41’’)

	Marc  (Alan) JOHNSON
	BASS DESIRES:      “Bass Desires”
	1985
	53:56
	label: ECM

Marc Johnson [b], Bill Frisell (см.) [g, g synth], John Scofield (см.) [g], Peter Erskine [d].

	Marc  (Alan) JOHNSON
	BASS DESIRES:      “Second Sight”
	1987
	52:06
	label: ECM

Marc Johnson [b], Bill Frisell (см.) [g], John  Scofield (см.) [g], Peter Erskine [d].

	Marc  (Alan) JOHNSON
	RAIT BRAIN PATROL:

“Right Brain Patrol”
	1992
	48:07
	label: Polydor (Tokyo) / JMT

Mark Johnson [b]; Ben Monder [el&ac g]; Arto Tuncboyaciyan [perc].

	Marc  (Alan) JOHNSON
	RAIT BRAIN PATROL:

“Magic Labyrinth”
	1995
	50:56
	label: JMT

Marc Johnson [ac b]; Wolfgang Muthspiel (см. тж. с Christian  MUTHSPIEL) [ac&el g]; Arto Tuncboyaciyan [perc, d, v].

	Marc  (Alan) JOHNSON
	The Sound Of Summer Running
	1998
	53:25
	label: Verve (PolyGram)  www.verveinteractive.com 

Marc Johnson [b]; Bill Frisell [el&ac g]; Pat Metheny [el&ac g, 42-string Picasso guitar]; Joey Baron [d, tambourine].

Compositions by M. Johnson / B. Frisell / P. Metheny

A beautiful instrumental album of acoustic jazz with elements of folk, country, and blues – an Americana masterpiece.

1. Faith in You

2. Ghost Town

3. Summer Running

4. With My Boots On

5. Union Pacific

6. Porch Swing

7. Dingy-Dong Day

8. The Adventures of Max and Ben

9. In A Quiet Place

10. For A Thousand Years

	Phillip  JOHNSTON’s BIG  TROUBLE


	Phillip Johnston’s Big Trouble
	1993
	65:00
	label: Black Saint

P.J. [s&a s] (cм. тж. с: Elliot Sharp); B. DeBellis [s&bar s, b cl]; J. Leff [tp]; David Hofstra [b, tuba]; K. Norton [d, perc]; Adam Rogers [g]; Dave Tronzo (см.) [sl g].

  It’s a double risk when you leave an established, comfortable format at about the same time you decide to try something new. In Phillip Johnston’s case the transition resulted in Big Trouble, which suits him fine. Johnston doesn’t lose the thread of lyricism no matter how twisted the structures get. Or appear to get. The way Big Trouble plays Steve Lacy and Herbie Nichols shows how far the band can stretch a tune without snapping it. “I tried to take some peculiar aspect of each tune and use that as a basis for the arrangement,” Phillip says. “I make that structure into the blowing form, using different elements of the melody underneath.”  Johnston’s arrangement sets the melody off, like a jewel; it has the cuckoo-clock precision of Lacy’s pendular logic, even as the sectional arrangement harks back to Jelly Roll Morton. That he can juggle Morton, Cage and Lacy in his head more or less simultaneously gets to Johnston’s knack for hearing unlikely connections. It’s why much of Big Trouble’s music seems to come out of several different decades at the same time. Kevin Norton’s ‘Walking The Dogma’ (#4) is the closest thing here to bebop — “or freebop,” says Phillip — but never follows a standard trajectory. Read as bop, its structure flashes forward even as the soloists’ rhythmic feel seems rooted further back: it’s postbop and prebop at once. The recent revaluation of master composers Carl Stalling and Raymond Scott, cartoondom’s (inexact parallel ahead) Ellington and Strayhorn, has provided a fresh perspective on the vulgar modernism of the NY downtown rebels. It’s as if we’ve come out on the far end of a successful group analysis: musicians finally understand why they’re so attached to discontinuity. A lifelong love of cartoon music was one thing Johnston shared with John Zorn, when they ran together in San Francisco in the ‘70s. Zorn digs Godard jumpcuts. Johnston favors slow dissolves, the language of backlot circus thrillers and period romances. 

   Despite the slippery personnel, the music here never sounds like a fixed group with guests, but like a band with indefinite edges, resistant to any stable format. Guess that’s the idea — as any engineer will tell you, a shifting is a recipe for Big Trouble, capital bee, capital tee.

“Saxophonist/composer Phillip Johnston's music embodies all that’s good about jazz. It’s honest, original, and inspired, above and beyond the typical. It’s also some of the very smartest and best-humored music to have found a home under the jazz banner.

The Microscopic Septet was Johnston's primary compositional and performance vehicle disband​ing in 1992. This for​mat came amazingly close to mimicking the sound and sensibility of a full-sized big band. Though not necessarily by intent, an important element of the music's appeal is the manner in which it renders the large-group concept relevant to our postmodern age.

Johnston's intricate, elaborate, swing​ing/grooving/tango-ing tone poems have never sounded better. This is an eminent​ly tight, energetic band.” 

---- Wire
  Колоритный, использующий ретро- мелодии, мастерский современный джаз. Мы настоятельно рекомендуем познакомиться с ним всем, кому интересны такие проекты как Louge Lizards, т.е. изобилие гротеска в джазе. Блеск музыкального гения в сочетании с сокрушительно-жизнеутверждающей энергией юмора приносит в нашу жизнь поистине катартическое очищение.

	Phillip  JOHNSTON’s BIG  TROUBLE
	The Unknown
	1994
	52:58
	label: Avant

producer: John Zorn

 Phillip  JOHNSTON [s&a sax]; Steve Swell [trb]; Bob Debellis [b s, b cl, fl]; Joe Ruddick [p, k]; David Hofstra [b]; Kevin Norton [d, vibes, perc].

  Every age has its peculiar mannerisms and these are more or less invisible to a contemporary. Such a return to history no matter how high-minded is an attempt to escape it. For Phillip Johnston, history is a real enough. His inventive work builds upon his interpretation of the precedents (cliches) of the silent screen genre and then moves beyond them to structure an artifice of elegant proportions. “Cliches mark the style of a period after the period has passed”. Johnston’s musical motifs and their symphonic effects are sophisticated variations of his informed precedents. We can not hear the cliches in his composed score because they are now vital elements of our actively present awareness. Johnston’s decision to acknowledge and cooperate with the spirits of Chaney and Browning reenacts a generative principal which reinvents the past in a perpetual present.

	Vail  JOHNSTON
	Terminator
	1995
	51:33
	funky jazz-rock 

label: Lucky Records (USA)

	JOINT  VENTURE
	Mirrors
	1993
	72:15
	free jazz

label: enja

Ellery Eskelin (см.) [t s]; Paul Smoker (см.) [tp]; Drew Gress [b]; Phil Haynes (см. тж. с Paul Smoker) [d].

	Brad JONES’ Aka ALIAS
	Uncivilized Poise
	1999
	49:41
	label: Knitting Factory

Brad Jones [ac&el basses, v]; Bob Debellis [a s, fl]; Curtis Fowlkes [trb]; David Gilmore [g]; Abe Fogle [d, perc]; Jeff Lawrence [k]; D.K. Dyson [v (#4, 10)]; Beans [v (#2,6)].

Brad Jones, bassist for Ornette Coleman (см.), Elvin Jones (см.), Muhal Richard Abrams (см.), Jazz Passengers (см.), and Vibes (см.), among others, explores the possibilities of musical genre-hopping on his first Knitting Factory release as bandleader. Brad plays both electric and acoustic acoustic bass masterfully. Some songs sound like what might happen if Cab Calloway got together with Jay-Z, while others evade description altogether. This works leaves no stone unturned as it touches many musical bases and musical hearts alike.

1. Pocket Prayer

2. Black Bread

3. Drag Queen Races

4. Hope Road

5. Pocket Prayer 2

6. Po Man’s Ecstacy

7. 3 Guesses

8. Are We Having Fun Yet?

9. Pocket Prayer 3

10. The Interpid Storm

	Scott  JOPLIN  (1868-1917)
	Ragtimes
	1987
	53:38
	label: Claves (Switzerland)

Peter-Lukas Graf [fl]; Gerard Wyss [p].

  SCOTT JOPLIN's prediction that he would become the king of ragtime composers came true in his own lifetime. But his efforts to raise ragtime to the level of classical music met with as little success as his attempt to gain acceptance as an opera and ballet composer. Notwithstanding, classical composers such as Debussy and Strawinsky were inspired by Joplin's music. Worldwide popularity came to Joplin posthumously with the appearance in 1973 of the film 'The Sting', which makes vivid use of his compositions, albeit in somewhat debatable arrangements and interpretations. Since then, his most popular rags have even been heard occasionally in the concert-hall, both in the original piano version and in transcriptions for other instruments. On this record the leading treble part is played on the flute. The pianist is mainly responsible for the rhythmic and chordal accompaniment. Gerard Wyss does not stick strictly to the original score, however he spontaneously improvises his part, supporting the flautist's intentions and indulging from time to time in counterpoint, with discrete melodic and harmonic addi​tions. The impression of colourful variety in this recital is reinforced by the choice of works and the order in which they are recorded. Of the 36 pieces of the complete Joplin edition a total of 14 is heard here. Pieces in neighbouring keys are recorded one after the other, which gives the sequence of the music a natural sound, while contrasts are achieved by the juxtaposition of slower and faster tempi, A further attraction of

Peter-Lukas Graf and Gerard Wyss's recital is the mixture of popular hits and less well-known pieces, such as the two waltzes 'Pleasant Mo​ments' and 'Bethena', the Habanera 'Solace' or the brilliant marches 'Cleopha' and 'Antoinette'.

PETER-LUKAS GRAF belongs without doubt to the front rank of flutists today.  Graf is known for the profound understanding he brings to his interpreta​tions of both old and new music, and he has put nearly all the major flute works on record. In 1953 he won the Munich international flute competition, and in 1958 the Bablock prize at the London international competition. Peter-Lukas Graf is nowadays much In demand in the world's greatest music centers, both as flutist and as conductor.

GERARD WYSS -- above all he is known as a chamber musician and accompanist, working with e.g. Tibor Varga, Mstislav Rostropovich, Edith Mathis and Pierre Fournier. Besides his activities as professor for chamber music and accom​paniment of the Lied at the Academy of Music in Basle he surprises as an excellent jazz pianist. His concerts throughout Europe, The United States, Canada and at various festivals (Lucerne, Stresa, Montreux, Berlin, Schwetzingen), as well as numerous radio transmissions and records confirm his international re​putation.



	Scott  JOPLIN
	The Easy Winners
	1975
	42:57
	label: EMI, Remaster 1986

Itzhak Perlman [arranger, violin]; Andre Previn (см.) [p].

  [...] What previous exposure to the violin Scott Joplin's music may have had is somewhat conjectural. Rags, from the out​set, rightfully belonged to the piano alone. It was on this instrument that they were heard in the saloons, cafes and sporting houses where ragtime began. It was on the parlour piano in every musical home across America that they became the national rage. Yet the itinerant violinist too was much a part of Joplin's era-from the classical performer to the blind street musician, from the minstrel string players to the country dance fiddlers. Also prevalent at the time were strolling string groups known as "serenaders" which combined fiddles with guitars, mandolins and string bass. They played ragtime in the streets of the towns along their travels and gratefully accepted any bids to take their music indoors. Scott Joplin himself was skilful on guitar, bugle and cornet as well as piano. He must also have picked up something of the violin at home. His father Giles Joplin had played fiddle as a dance musician during his slave days in North Carolina and passed along his love of music to all his children.

 These performances by Perlman and Previn capture the kaleidoscopic moods of Joplin, from his zest and infectious merri​ment to his darker humours of melancholy. As Perlman's own comment indicates, there are, by both chance and design, modifications of mood herein. The highly popular "The Entertainer," for example, gets a romantic treatment almost Kreislerian in its approach which proves an engaging contrast to the now quite familiar standard interpretations. "The Rag Time Dance" on the other hand, is a joyous performance, replete with pizzicato passages and double stopping from Perlman, entirely consonant with the works vigorous character. Predictably, the Perlman/Previn collaboration is a delight, ltzhak Perlman's performances here recall the Chicago Daily News's comment: "the happiest event in fiddling since the generation that produced Heifetz, Oistrakh and Milstein" Andre Previn's superb playing is yet another reminder of this incomparable artist's urbane virtuoso skill in every musical idiom. 

 --  © Rory Guy, 1975 

ITZHAK PERLMAN writes: «Originally played mostly in saloons and bordellos, ragtime became immortalized through Scott Joplin's dedication and talent. Listening toJoplin's own works in their original piano form and in orchestral trans​criptions, I became captivated by the composer's charm and uniquely pungent rhythms. Intriguing too was the pervasive classical influence evidenced in both form and harmonic content. Joplin's lyrical, often sad qualities suggested the idea of arranging his music for violin and piano. The violin, which naturally displays music's most soulful qualities, surely would be an apt voice for realizing this composer's very individual spirit. For these recordings, I chose works which represent Joplin in a variety of moods, joyful, sad or meditative.  At the recording sessions, Andre Previn and I adhered to the original harmonic material and form of each selection. We did take liberties, however, with embellishments as we went along, always in Joplin's basic style. Playing in such a manner is always exciting and adventurous. Recording in this way is especially fascinating. In doing the same rag two or three times, we discovered during playbacks that the successive performances revealed quite different moods and embellishments. For me, it was especially gratifying to play with stylistic freedom. Such practice was common during the eras of Bach and Mozart, but the classical violinist of today is usually bound by the musical score, which is absolute. I sincerely hope that listening to this recording will engender for you the joy and pleasure which Andre Previn and I experienced in playing Scott Joplin.»

	Scott  JOPLIN
	Pieces Pour Clavecin
	1994
	54:15
	label: Auvidis France

Elisabeth Chojnacka [clavecin Anthony Sidey].

Scott Joplin's ragtime compositions are known the world over, yet he hardly gets a mention in many dictionaries. Was he too independent for his name to attain the pantheon of fame? He is indeed difficult to classify: jazz-player, classical musician, popular American composer... Like many black artists who were born last century (he was born in Arkansas on 24 November 1868), Joplin did not have the opportunity of a classical training, since the latter was then reserved for Whites. His parents were musical and, encouraged by his mother, and with the advice of an immigrant of German origin, he took up first of all the piano, then the guitar and the mandolin. In the early 1880s, when he was still a child, he organized a vocal group (possibly the Texas Medley Quartet) with his brothers Will and Robert, and they gave a number of concerts in the Middle West. At the age of seventeen, he left his family to go and live and play in St Louis, and in 1893 he organized his first band in Chicago. There he met pioneers of ragtime,  such as Tom Turpin and Otis Saunders, and he began writing down his own compositions. Two years later, he moved to Sedalia, Missouri, where he attended the George R. Smith College for Negroes. Some of his songs and piano rags were published in 1895, but it was not until four years later that his first major publication. Maple Leaf Rag, brought him a certain amount of fame. He went on producing rags and between 1900 and 1906 he had several collaborations with other ragtime composers, including Arthur Marshall and Scott Hayden. Round about that time, he composed his first extended work. The Ragtime Dance, using a jazzband, and with choreographic directions (which are now lost); it was given several performances. It was no doubt given again in St Louis, where Joplin worked first as a pianist and then as the director of his own opera company, and it was followed by his first ragtime opera, A Guest of Honor (1903). His second opera, Treemonisha (to a libretto by Gerhard Muller) was presented in New York in 1911. It was never successfully performed during his lifetime, which explains the constant revisions he made between 1911 and 1915. Disappointment at his failure to produce an adequate performance of this work was no doubt largely responsible for Joplin's early death, at the age of forty-nine. Before his death he was working on two new scores: a symphony based on ragtime and a musical comedy, If.

There was renewed interest in Joplin's music at the end of the 1940s and again in the 1970s, when his opera Treemonisha was revived in the United States and was -- at last -- an enormous and well-deserved success.

It may at first seem surprising that Elisabeth Chojnacka --who is particularly well-known for her performances of contemporary music: Ferrari, Xenakis, Aperghis, Solal, Ligeti, Gorecki and so on -- should record such a repertoire. It is far less surprising when we have heard her play. Even though this music was not composed for the harpsichord, Joplin's style is admirably suited to the subtlety of Elisabeth Chojnacka's playing. She recalls that the first time she heard Joplin's rags played on the harpsichord, it was by a clergyman (!) on an old recording she had brought back from the United States entitled "Ragtime on Harpsichord". Unfortunately, the interpretation was rather unimaginative and lacking in spirit. On the other hand, listening to a famous jazz musician in this repertoire -- Bix Beiderbecke on a pedal piano -- proved much more enriching, even on old 78s. In 1979, during one of those "mad nights" at the SACEM, Elisabeth Chojnacka took the plunge and played her version of one of Joplin's rags in public. ("All right, it's written for the piano, but I picked up the score, and I felt like having fun and doing something completely different.") That might have been the end of the matter, but the Elisabeth Chojnacka did not want to play Joplin for the sole purpose of proving that it was possible to change the timbre. This music, which was not written directly for swing and dance, swings because it is rhythmical: a detail that seems to have eluded many of its interpreters, who tend to play either to fast or too slow. Joplin confused matters further by publishing a method for the performance of his rags and by systematically indicating the word "slow" in several places in the same score, often confirming it with the note: "This piece must not be played fast"! This point is obviously quite relative, since Joplin's scores bear none of the features of tempo! (Baroque music presents a similar problem today, when we come across the word "moderate" in the score...) The value of this "slow" also depends on the character of the piece, but, as a general rule, the tone is rather moderate and never very fast. It is most likely that Joplin decided to add these instructions when his first scores were published in order to thwart the tendency pianists had at that time of wanting to "show off by playing too fast, in virtuoso fashion -- one of the consequences of Romanticism! Elisabeth Chojnacka admits that the possibilities of the piano are hardly compatible with those of the harpsichord -- certain tempi, for example, can give rise to problems of articulation and confusion of sympathetic resonances. What she does with the scores, however, bears very little relation to recordings on the piano. She has made this music her own because "above all, it is rhythmical, immediate, and it reflects a communicative joie de vivre, without philosophising".

Each rag comprises several themes; unlike the themes in romantic music, they are unrelated. The resulting linear structure is particularly well suited to the harpsichord. "I attach a great deal of importance to the answers immediately following the theme. In this way, I play with the registrations to bring out a certain humorous side, with counterpoint on the dynamics to obtain an effect of coloration." In fact, played in this way, the rag is reminiscent of the rococo sonata form, with several themes which may vary in tempo -- a first one in rondo form, then two more -- and always the recapitulation.

Almost a century later, perhaps Scott Joplin has found his ideal instrument: the rhythm and percussion of the harpsichord, played by Elisabeth Chojnacka, are excellently suited to these works. A colourful, perfectly convincing match!

Elisabeth Chojnacka

Elisabeth Chojnacka is now recognized as the greatest interpreter of present-day harpsichord works. She has played in practically every country of Western Europe and many of the ex-Eastern block countries, as well as in the United States, Japan and Mexico.

Elisabeth Chojnacka has made a dozen or so recordings of contemporary and early music, in recital, with orchestra and in chamber ensemble.

The rigour and passion of her playing, the brilliance of her interpretations and her ever-increasing popularity with audiences have led the greatest modern composers to write works for her.

She is recognized by critics the world over for the originality of her repertoire and her interpretation, her "almost miraculous sense of rythm", her "prodigious", "unashamed" virtuosity, the profound musicolity of her reading but also, and perhaps more than anything else, her passion and her total dedication, which she communicates with enthusiasm to her audiences.

	Ronnie  JORDAN
	Bad Brothers
	1994
	35:06
	Ronnie  JORDAN - см. тж. JAZZMATAZZ
funky acid-jazz. 

Remixes by D.J. Krush (см. ‘Acid’)

R. Jordan [g, and oth.].

authors: R. Jordan, Q. Jones, Miles Davis (“So What”).

	Ronnie  JORDAN
	Light To Dark
	1996
	52:55
	funky acid-jazz

Ronny Jordan [g, k, g-synth]; Joel Campbell [vocoder, k, p, organ, rhodes, moog]; Sola Akingbola [perc, v]; Carl Brown [v]. 
Мягкая, слегка приглушенная джазовая ги​тара школы Уэса Монтгомери, современ​ный "городской" ритм-энд-блюз, капля хауса и немного рэпа. Коктейль не слишком рас​пространенный, но пикантный и приятный на вкус. Гитарист Ронни Джордан, чьи треки в обя​зательном порядке присутствуют на большинст​ве качественных эйсид-джазовых компиляций, выпускает уже седьмой альбом подобной музы​ки, аккуратно придерживаясь однажды установ​ленных стилистических границ. Работы Джордана — идеальное фоновое слушание для современного человека с хорошим вкусом и не​кой склонностью к авантюризму. 

--- Play

	Stanley  JORDAN     
	Standards            Vol. 1
	1986
	47:37
	label: Blue Note

На этом CD знаменитый джазовый гитарист S.J. исполняет соло и без наложений композиции и стандарты среди которых: The Sound Of Silence [P.Simon], Sunny [B.Hebb], Georgia On My Mind [H.Carmichael], Because [Lennon], My Favorite Things [Rodgers / Hammerstein] и др.

	Ronnie  JORDAN
	Stolen Moments
	1991
	58:16
	Stanley Jordan [g], Kenwood Dennard [d], Charnett Moffett [ac & el b].

	Louis  JORDAN
	I Believe In Music
	1973
	63:11
	label: Evidence, 1992

#1 - 11: Louis Jordan [a s, v]; Irv Cox [t s]; Duke Burrell [p]; John Duke [b]; Archie Taylor [d].

#12 - 15 (previously unreleased): L. J. [a s, v]; Louis Myers [g]; Dave Myers [b]; Fred Below [d].

Hey Everybody! Let's have some fun!

You only live once and when you're daid, you're done.

So let the good times roll

Let the good times roll

Don't care if you're young or old

Get together, let the good times roll.

This felicitous bit of hedonistic philosophy caught the post-War depression an uppercut that sent it reeling right into the fifties. It was the statement of one Louis Jordan, a forth-right singer, altoist, and bandleader who laid it on wax for Decca on 6/26/46 with his Tympany Five, by then a sextet with nary a kettledrum. Backed with one of Jordan's astonishingly anthropromorphic cacklers. Ain't Nobody Here But Us Chickens, the tune did not go gold, though half a dozen or more of his other hits did: Choo Choo Ch’ Boogie, recorded that past January, eventually sold two million.

Jordan's sugar-coated doses of bar-and-grill aphorisms and street-hip stories proved not only an antidote for G.I. blues and hard times, but served as the tonic that goosed rhythm & blues and then rock & roll into the forefront of American popular music. Jordan's influence on posterity was even greater than that on the general public when he was racking up hits. He even popularized Latin rhythms like the habanera and calypso (Early in the Morning and Run Joe date from 4/23/47).

Party-loving singers have always had a penchant for his catchy tunes and wacky lyrics, and major figures acknowledge his lead, in word and in cover: Chuck Berry, Little Richard, Ray Charles, Bo Diddley, Fats Domino, B.B. King, Freddie King, Bill Haley, Clarence Gatemouth Brown, Charles Brown. The influence goes third hand to most of the rock and pop performers of the 60s and 70s.

Yet Jordan sowed his Jazz seed early, and always considered himself a jazz player, even when shuffle blues was the mainstay beat to his book, his freewheeling, fullbodied alto sax cut some pretty nimble grooves overhead. Key gigs on the way up for Jordan were with the bands of Ruby Williams (Arkansas), Charlie Gaines (Philadelphia), Kaiser Marshall (New York), Lercy Smith (Cleveland, Atlantic City), then two years playing alto in Chick Webb's band, and singing alongside Ella Fitzgerald.

And Jordan's jazz stock has always run high. Not only Chuck Berry, but Dizzy Gillespie and Roy Eldridge have found more than novelty in School Days. Woody Herman made Caldonia a prime vocal vehicle and flagwaver, recording it for the first time, according to Leonard Feather, only a few weeks after Jordan did in 1942. The young Jon Hendricks wrote I Want You To Be My Baby for Jordan in 1953; it was his first hit, and Jordan's ebullient vocal was an obvious influence on his emerging style. Today, swing revival bands like Asleep at the Wheel and Widespread Depression are repanning old gold like Choo Choo Ch’ Boogie.

Nor does the voice alone tell it all; some of the greatest joys of these sides, recorded in Paris with a latter-day version of the Tympany Five only eighteen months before Jordan succumbed to a fatal heart attack in Los Angeles, are Jordan's hot and hearty alto choruses, often truncated or overlooked on the early hits. He blows early, and blows late, before and after his vocal, stealing the thunder more often than not from his tenorman, Irv Cox. (Jordan here shows a capacity to totally dominate his band rivalled in recent memory only by Lionel Hampton.) Catch a few limber, well timed choruses, and you'll get an idea why Super-saxist Med Flory, in the Downbeat that came in my morning mail, says in his blindfold test that, after Charlie Parker, Louis Jordan is his "fave" on alto.

In this, his last session but one, Jordan hoots out his infectious, hard-hitting vocals and blares his emery-paper alto with the same goodnatured abandon and elan he displayed in his heyday three decades earlier. And his preoccupation with recalcitrant and unpredictable women seems, in these days of more vigilant feminism, to have increased.

Low Down Shame is a nasty, bumpy shuffle blues with a foot-thick backbeat and two yelling, mesmerizing choruses on alto that remind me of Cleanhead Vinson in spirit and phrasing if not in tone. The text is a classic: a guy bemoans the fact that he's in love with a no-good woman who's married to boot. Jordan hops back in with two more pleading, preaching choruses in the Southwestern vernacular, Shame and Outskirts were flips on a Decca single from 7/21/42.

Three Handed Woman ("She's right-handed, left-handed, and under-handed, too") gets into further treacheries and transgressions from the distaff side of the human coin. There's a slow boogie vamp from Burrell and stop times in which Jordan expounds this Jezebel's ten-timing ways. He pops another alto chorus, engulfing the mike for a stifled effect. Surprises in the lyrics come like a kick in the teeth: "When you put your arms around her / there's a love light in her eyes / A light that shines for me for you / And fifteen other guys." The original dates from 1951 with a big band that included Oliver Nelson and Bill Davis; Roomful of Blues covered this one recently.

The third woman in Jordan's rogues' gallery is a lazy and stubborn wife. Hard Head. In the recitative, Jordan explains: "They named a town in my home state from her haid -- Little Rock." (Jordan was born in Brinkley, Arkansas on July 8, 1908, halfway between Little Rock and Memphis, just a few miles south of Cotton Plant, where Sister Rosetta Tharpe was born thirteen years later.) Jordan's second wife, Fleecie Moore, is listed as the composer of many of his biggest hits, including Caldonia. As long term residents of Phoenix they apparently got along with much less friction than in this fiction. Jordan waxed this one eloquently with Ray Charles' Orchestra for Tangerine in 1963.

I Believe in Music would seem to be a merry update of the Jordan musical philosophy; the upbeat message of musical inspiration conjures from Jordan one of his most impassioned solos of the set, then fades abruptly. [...]

Now I’m going to stop all this "hobble hobble hobble with my chin" and let you pick up on what Louis Jordan is laying down. Just let the man pull your coattails, gate, and you’ll get yourself a schoolin’, and I ain’t foolin’.

	Louis  JORDAN
	Louis Jordan & Chris Barber
	
	51:02
	label: Black Lion, 1991

#1 - 9, 11: 1962; #12: 1963; #13: 1973; #10, 14: 1974.

Louis Jordan [a s, v] (#1 - 9); Chris Barber [trb]; Pat Halcox [tp]; Ian Wheeler [a s, cl]; Eddie Smith [banjo]; Dick Smith [b]; Graham Burbidge [d].

    Louis Jordan was born in Brinkley, Arkansas on the 8th July 1908. His first major exposure was with the Chick Webb Orchestra, with whom he was heard on alto sax and as occasional vocalist 1936-8. In 1938 he formed his own group and played at the Elks' Ren​dezvous in Harlem. In the next few years lordan's combo, known as the Tympany Five, enjoyed a slow and steady rise to national fame as Jordan featured himself more and more in vocal blues and novelties. His major hits were Knock Me A Kiss, Gonna Move To The Outskirts Of Town, both recorded 1941; Five Guys Named Moe 1942, and Choo Choo Ch'Boogie in 1946, the last-named ultimately selling a million records. Jordan recorded duets with Bing Crosby '44, with Ella Fitzgerald '45 and '49, Louis Armstrong '50, etc.

Originally limited to R & B circles, he broke into the front lines of show busi​ness through a unique combination of visual showmanship, good musician​ship, a strong accent on humour and a delightfully original and rhythmic vocal style. He organized a big band for a tour in the fall of 1951 and occasionally expanded for theatre dates but nor​mally played with a small group. In the early '50s he was intermittently inactive owing to illness and confined himself to his Arizona home but came back strong in the mid-'50s.

The early sixties found Louis touring the U.K. with Chris Barber's band at which time the nine tracks presented here were made. Louis Jordan influen​ced many black artists who grew up in the 'forties and his importance in the emergence of R & B cannot be under​estimated.

CHUCK BERRY: "I identify myself with Louis Jordan more than any other artist."

RAY CHARLES: "He was such a greatshowman, with a sense of humour and an unforgettable tongue-in-cheek style that,  after hearing him once, I couldn 't forget him, and I became a great fan. His mastery of the alto saxophone impressed me so much that people tell me, even today, that my own alto sax style, in some ways resembles him. I have to admit that Louis Jordan has had a great and lasting influence upon my appreciation of music and, perhaps, even my performance."

SAMMY DAV1S JR.: "Louis lordan was the first recording artist to project life and situations of the Black Community on records with humour and dignity. I and many others like me have dropped nickel after nickel in the jukebox to enjoy his messages in song and monologue. Mr Louis Jordan was the original Soul Brother".

B. B. KING: "A lot of my early work was influenced by Jordan. Even today it still is. I have tapes here of his recordings and I'm just about to do another of his tunes, which I've renovated. His was called JORDAN FOR PRESIDENT and mine's gonna be B. B. FOR PRESIDENT, which was his original idea. "

CHRIS BARBER: "Louis Jordan was the greatest thing that ever happened to our band. We can swing with the best, but playing with Louis when he was fifty four years old was like being dragged along by a wild horse! People don't realise that the Chick Webb band of the thirties didn't just have one singer named Ella Fitzgerald, but two singers with Louis Jordan being the other and equally renowned.

Louis’ name got rubbed out in the re​writing of history. Let's hope that with this album we can play our part in putting his name back where it belongs. "

	KADA
	Kada
	1999
	52:50
	avant-fusion – инструментальный ураган (в разных смыслах этого слова)

label: Periferic Records (Budapest, Hungary)

music by Kada

1.-2. Chinvat

3. Gates

4. Skin and Mud

5. Kada

6. Seeker

instruments: g, b, k, d, winds

	Mauricio KAGEL – см. в секции ‘Alternative’
	
	
	
	

	Jo  KAIAT
	Departures
	1999
	66:43 67:11
	ethno-jazz

label: Erato Disques (Paris, France)

И элегантный и экзотический в высшей мере этно-джаз. Сочетание огромного чувства вкуса и необузданной фантазии при обращении к самым глубинным корням, делают этот проект жемчужиной современного джаза. Причём, именно современного – вы почувствуете, прослушивая эту запись, свежее дыхание музыки нового тысячелетия, новый уровень синтеза. Синтеза не ради него самого, но ради обретения неведомых степеней свободы. (Примечательно, что диск вышел на весьма серьёзном лэйбле, который занимается изданием академической музыки, как классической, так и авангардной.)

FLIGHT CD 1: “Destination Delhi” (India)

Passagers: Jo Kaїat, Johar Ali Kahn, Shabaz Hussain Kahn

Boarding with: piano, violin, tablas

FLIGHT CD 2: “Destination Bamako” (Africa)

Passagers: Jo Kaїat, Ousmane Keita, Cheick Fantamady Kone

Boarding with: piano, jembe, doum doum

1. Lalit

2. Shiva Ranjani

3. Coeur Battant

4. Des

5. Moudal

6. Hindol

7. Indian Nicart

1. Siraba

2. Tchaouara

3. Koredouga Coctail

4. Du Maroc au Mali

5. Bajalamale

6. Piano Mandingue

7. Denfa

8. African Nicart

Te be a jazz musician is to be open to the music of the whole  world. This is the dying century's bequest to the new millennium.  In the beginning, jazz was black and white, the bastard child of  gospel and classical music, the half-caste offspring of the blues  and country music. Then, it invented a world for itself, a universe  far removed from questions of style, a music of infinite  potential. As it grew it fed on other types of music, slaking its thirst through improvisation, taking whatewer was of interest,  making the most of evey opportunity. And in the four corners of  the continents, it drank its fill, ate all it wanled, sometimes  simply took a taste. All wilh the desire to have the same  thing twice. For sure, the combinations were a hybrid 'nouvelle  cuisine', but the aim was always to provide something which the  listener could get his teeth into, and yet respecting the traditions.  So it has been for 80 years. Jazz has remained curious, always  scouring the world for new flavours and original colours. It has never ceased to be both the gourmet and the gourmand,  delighting in the pleasures of refined marriages of savours, 'cooked' according to ancient recipes but always with the breath  ot the present blowing through it. Jazz is the product of many  musics but remains singular. It is so of necessity, that is its raison  d’etre. It is so for reasons of enjoyment, this is how it is played.  Jo Kaїat has understood this perfectly. By seeking he has found  himself. His music is a journey, from Paris to Bamako, from New York to Delhi, nor is it travelling down the middle of the road. His  piano has traipsed from continent to continent in search of an  identity, in perfect accord with his way of seeing, with his way of  living in the here and now, in a time which is for ever in the  present tense. He has cut his furrow every deeper. He has forged  himself a character and a slyle. His music speaks Creole, not only  his own, but also that of those who know how to listen to him -- of course.

Today in 1999, the words 'World Music' are on everyone's lips,  and that language is often one and the same. However,  contemporary fusion has not been free from confusion.  Sometimes it's simply a whirlwind romance which lasts the  length of the record, it’s a learning experience, but there's hardly any dialogue, nothing from the heart. Others go a great deal further, take their time, stand back to get a proper view. Jo Kaїat  has undestood this perfectly. So as give substance to his vision, to be in tune with his own life, to be in harmony with the notes  which he has chosen (or rather those which have chosen him),  he has adopted the formula of the trio, adapting it to the members of his group. One is Indian, the other is African, but they are both alike, as it were genii loci. Their jazz also digs deep amongst their roots. Tablas and a violin play in Indian modes,  the rhythmic sound of the doum-doum and the kamale take the listener to Mali. Basically, a drum and a stringed instrument, giving out music squared. The first hails Shiva, the symbol of inexorable movement, the wise god who can sometimes be  cruel when necessary. The second passes via Morocco with the long blues of the descendants of the Gnawa, those other men coloured midnight blue. In both the strong sense of a hesitant  jazz is never far away. The first re-presents the raga Lalit, an ancient raga which symbolises the separation of lovers, a raga  to be played at nighlfall. The second takes up the Koredouga, a  traditionat song calling people to a rejoice and to celebrate,  where eveything and completely the opposite can occur. Jo Kaїat is fond of paradoxes. The rhythms are those of a festival in  Delhi, the harmonies recall the trances of the Gnawa in Bamako -- as well as the complete opposite.

Nothing is simple. The pianist plays lines which veer off course and tighten, lines which stretch and shorten. Here was have two isosceles triangles, two original versions of a jazz which has the obligation to exist, two irregular visions of a pianist who mixes the past and the present, yesterday and tomorrow. In the  percussive hands of Jo Kaїat, the piano becomes a drum.  Filtered through the fertile imagination of Jo Kaїat, the piano  becomes pure melody. Left hand, right hand, both together, by turns minimalist and expressionist, sombre and colourful,  poweful and light. There is a great deal of virtuosity – and even  more imagination. There is no point in having a chaotic order of notes without there being a guiding voice, leading to a tangential path.

Listen -- you've never heard anything like this before.

Lislen -- you won't believe your ears.

	Henry  KAISER – см. в ‘Alternative’
	
	
	
	

	KAMIKAZE GROUND CREW
	Covers
	1997
	45:13
	Умеренный free-jazz , а точнее – умная современная музыка.

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

Arranged and produced by Doug Wieselman.

Steven Bernstein – см. тж. BERNSTEIN (в 'Alternative') и его проекты: SPANISH FLY; SEX MOB; 

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

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

3. Electric Ladyland (Jimi Hendrix)

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

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

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

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

8. Epilogue (David Hidalgo)

	Kiri Te  KANAWA 
	Kiri Sidetracks (The Jazz Album)
	1992
	62:46
	K.T.K. поет традицию: Harold Arlen, «Fats» Waller, J.Kosma/J.Mercer, J.Mandel, Matt Dennis, Rodgers / Hart, Kurt Weill, a.o.

Kiri Te KANAWA [voc (fem.)]; Andre PREVIN [p]; Ray BROWN [b]; Mundell LOWE [g].

Kiri Te Kanawa was born in New Zealand of part Maori, part Irish descent. She studied at the London Opera Center and in 1970 joined the Royal Opera Company. After singing the role of the Countess in "Le nozze di Figaro" at Covent Garden in 1971 she rapidly moved into the front rank of international stars. In 1981 she sang at the wedding of Charles, Prince of Wales and Lady Diana Spencer.

A familiar figure in the world's major opera houses, Kiri Te Kanawa performed a large repertoire of lyric soprano roles and is also an accomplished recitalist, frequently appearing with the world's major orchestras. She has made numerous audio and video recordings of music both within and outside the genres of classical music. Among the recordings she has made with the Philips Classics label are two discs of arias by Mozart, and the operas "Don Giovanni" (where she sang the role of Donna Elvira), "Die Zauberflote" (Pamina) and "Die Fledermaus" (Rosalinda). She has also made numerous excursions into the fields of jazz and musicals, notably in recordings of "West Side Story" (conducted by Bernstein) and of "My Fair Lady."

Kiri Te Kanawa holds honorary doctorates from five universities and in 1982 was awarded the title Dame Commander of the British Empire.

Andrt Previn was born in Berlin and attended the Berlin Conservatory, where he studied conducting with Pierre Monteux and compo​sition with Mario Castelnuovo-Tedesco. From there he moved to California and worked in the Hollywood film studios as a conductor, arranger and composer. Later he held the chief conducting posts of the Houston Symphony, London Symphony, Pittsburgh Symphony, Royal Philharmonic and Los Angeles Philharmonic Orchestras. He has appeared regularly as guest conductor at the Edinburgh and Salzburg Festivals and toured extensively as guest conductor of all the major orchestras of Europe and the United States. His compositions include works written for Vladimir Ashkenazy, Yo-Yo Ma and Janet Baker.

As a pianist, Andre Previn enjoys performing and recording chamber music and has main​tained an active concert life at such festivals as Garamoor and the La Jolla Chamber Music Festival, where he performs with colleagues such as Yo-Yo Ma, Viktoria Mullova and Itzhak Perlman among others. With every or​chestra of which he has been music director,

he has begun chamber music programmes with the orchestral musicians.

Andre Previn has made numerous recordings for Philips Classics from the symphonic rep​ertoire, notably of Gershwin's Piano Con​certo in F and the "Rhapsody in Blue," both of which he directs from the piano.

Ray Brown first achieved popularity in New York in 1946-47 when he took part in bop re​cording sessions with Charlie Parker, Dizzy Gillespie, Bud Powell and others, and played in Gillespie's big band. In 1951 he became in​ternationally popular through his association with the Oscar Peterson Trio. In 1966 he moved to the West Coast, working as a free​lance musician and recording with Jimmie Rowles, the LA Four and Duke Ellington. In 1987 he toured in a trio with Gene Harris and Michael Roker. Not only is Ray Brown a lead​ing bassist in the bop style, he also plays the cello and in 1960 commissioned the construc​tion of a hybrid instrument combining fea​tures of the cello and bass.

Mundell Lowe has been an internationally ac​claimed guitarist since he first came to promi​nence in the 1940's. During the fifties and six​ties Lowe remained active in the jazz world as a performer, while developing his skills as a composer. He wrote music for many years as a staff musician at NBC in New York City until moving to California in 1965. Out West he continued his composing work in the studios, augmenting his film and television work with his own LP's and working with Sarah Vaughan and Carmen McRae.

Lowe continued to work in film and television during the seventies. However, during the eighties, he devoted his time to performing, most notably at the White House and in Japan with Benny Carter. He has appeared in con​certs both with his own quintet and as a fea​tured soloist.

Dame Kiri Te Kanawa: I rather tend to fear I chose the wrong career: there is so much fun elsewhere. I suppose it’s because when you’re in your own field it always looks better over the bridge. I sometimes wonder if I’m doing the right thing; maybe when I finish opera I can go and do all the clubs.

Mundell Lowe: What has happened, I think, is that she has crawled over into our back yard as opposed to our going over to her house – musically speaking. But I do know that she is flexible enough to come to us.

Andre Previn: I think that this kind of setting is very much like chamber music. I have always been of the belief that you can’t make chamber music with people you dislike. I think with a jazz group especially this little, if you have no respect for each other’s musicianship, it wouldn’t work: the best kind of music is the music that you make with friends. 

The set-up of the trio is that of a classic trio – Nat King Cole’s and Oscar Peterson’s original trios – and it’s great fun to have Mundell, who plays perfect rhythm guitar, plays terrific solos, whereas if it were just piano, bass, drums, nobody plays a melodic solo except the piano and it becomes a one-man-show, and I don’t like that.

Кири — это одна из самых яр​ких звезд мировой оперы, сделавшая фантастическую карьеру и записавшая около сотни запи​сей. Родина певицы — Новая Зелан​дия — никак не располагала к заня​тиям классическим вокалом, но го​лос у юной Кири Те Канава был столь хорош, что семья отправила ее на обучение в Лондон. Английская столица стала точкой отсчета в ее миро​вой карьере—сначала ошеломляю​щий успех на сцене "Ковент-Гарден", а потом... все остальное. Моцарт, который навсегда остался для Кири "заповедной зоной" в ее ре​пертуаре, тем не менее, не мешал ей осваивать романтическую оперу, а там уже рукой было подать до классического мюзикла и бродвейских шоу с "Ливерпульской ораторией".

--- Play

	Eyvind KANG – см. в 'Alternative'
	
	
	
	

	Misako KANO Quartet & Thomas CHAPIN
	Watch Out
	1998
	67:12
	Misako KANO – см. тж. с: Gary LUCAS; 

label: Knitting Factory Records (New York) www.knittingfactory.com 

Misako Kano [p, toys]; Thomas Chapin (см.) [a s, fl]; Kiyoto Fujiwara [b]; Matt Wilson [d, perc, toys, harmonica].

An international Avant-Garde Gathering: Famed Japanese composer Misako Kano and compatriot Kiyoto Fujiwara meet NYC stalwarts Matt Wilson (Jazz Critics Circle Best new Artist 1997) and Thomas Chapin (“Marks the arrival of a dynamic, new voice on alto saxophone” – Boston Phoenix) to create a surreal mix of melody and mood.
“A broad range of dynamics, sensitive group interplay, and a forward-looking take on tradition color the Japanese pianist’s first recording on KFR.”

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

	Eleni KARAINDROU & Kim KASHKASHIAN
	Ulisses' Gaze
	1995
	59:43
	label: ECM

Music by Eleni Karaindrou

Kim Kashkashian [viola]; Vangelis Christopoulos [oboe]; Andreas Tsekouras [accordion]; Socratis Anthis [tp]; Vangelis Skouras [fr h]; Christos Sfetsas [cello]; Georgia Voulvi [voice]; + String Orchestra.

liner notes – на немецком

	Mick  KARN
	Titles
	1982
	40:55
	 Mick Karn [ex- “Japan”] - см. тж. c: Japan; Lonely Universe; David Sylvian; INDIGO FALLS; HOLI

fusion

label: Virgin

M.K. [b, s, cl, k, fl, bassoon, ocarinas, bongos, perc, voc]; Steve Jansen [congas, cymbals, hi-hat]; Richard Barbieri [k]; H.Burns, D.Rhodes [g]

Jansen/Barbieri - см. тж. в “Alternative” section.  

	Mick  KARN
	DALIS CAR:

"The Waking Hour"
	1984
	35:06
	label: Beggars Banquet (London / New York) http://www.beggars.com
Music composed and arranged by Mick Karn

Words written and performed by Peter Murphy;

Rhythms constructed by Paul Vincent Lawford;

All other instruments played by Mick Karn

rec. 1984, London

	Mick  KARN
	Dreams Of Reason Produce Monsters
	1987
	40:07
	label: Caroline Records (Virgin)

M.Karn [b, k, s&a&t s, cl, b cl, fl, accordion, dida, d, perc, b voc]; Steve Jansen [k, d, perc, b voc]; David Sylvian (см. тж. в: “Rock” section) [voc - on №3,6; k - on №4] ; E. Willan [tp, fr h]; P. Jones [harmonica].

	Mick  KARN
	Rain Tree Crow
	1991
	48:03 +
	multimedia CD

label: Virgin, remaster 2003 + bonus track

Steve Jansen [d, ceramic drums, Moroccan clay drums, fan drums, tambourine, perc, marimba, Hammond, treated piano]  Michael Brook (см. “Synth” sect.) [guitar treatments, bass conga, perc, treatments]; Mick Karn (см. “Jazz”) [pulse bass, ‘wah-wah’ bass, brass, sax, pipes, bass clarinet, tabla]; Richard Barbieri [synth., p, water wheel]; David Sylvian [Hammond, g, slide guit., b, k, el p, v, Indian drum, perc, treatments]; + Bill Nelson & Phil Palmer [add. g-s].

  “I see the world / With a heart that knows / In shadow play / Rain / Tree / Crow / I put to trust in mile stones / Disparate hopes / Halfway homes / I share the world with one who knows / The light still shines / In shadow play / Rain / Tree / Crow”

   “And my heart sings of many things / In Cries and Whispers”

   “My roads uncrossed / White lined and tarred / By believing in you / Every colour you are”

	Mick  KARN
	JBK:

"Beginning To Melt"
	1993
	46:53
	label: Medium Productions

KARN [b, brass]; JANSEN [perc, el g, samples]; BARBERI [k]; + David Torn [g]; Robby Aceto [g];

	Mick  KARN
	Bestial Cluster
	1993
	45:07
	label: CMP

Mick Karn [voc, b g, b cl, cl, a s, keys, etc.], David Torn [g-s, etc.], Steve Jansen [d, perc], Richard Barbieri [keys, programming] with Joachim Kuhn [ac p](см.), Glen Velez [perc] (см.), David Liebman [s s] (см.).

	Mick  KARN
	JAKKO:

"Mustard Gas And Roses" / "Kingdom of Dust"
	1994
	73:36
	label: Resurgence

"Mustard Gas And Roses" = 56:06

"Kingdom of Dust" = 17:29

Jakko M Jakszyk [v, g, k, progr]; Mick Karn [fretless b]; Richard Barbieri [k, synth]; Steve Jansen [d, perc, rh guitar ("Kingdom…")]; Danny Thompson [double b ("Mustard…")]; B.J. Cole [pedal steel guitar ("Mustard…")]; Gavin Harrison [d, perc ("Mustard…")].

	Mick  KARN
	David TORN / Mick KARN / Terry BOZZIO:

“Polytown”
	1994
	53:21
	label: CMP

D.Torn [g-s, hammond B-3, harmonica, fake koto, tiny piano, voice]; M.Karn [fr b, b cl, dida]; T.Bozzio [d, perc, bodhran, dumbek, throaty fr horn imitation, 12 notes on the piano].

   “Rivers of warm sand like snakes coil around Polytown often flooding into larger reptiles.”

	Mick  KARN
	The Tooth  Mother
	1995
	48:29
	label: CMP

Karn [b, v, k, a s, bass clarinet, dida]; Torn [ac&el&slide g, oudar, saz, B3 organ, p]; Barbiery [k on #1]; Jakko Jakszyk [shawm, dilruba, fl, t s]; Gavin Harrison [d, perc]; Gary Barnacle [flute solos]; Sureka Kothary [voice on #6]; Natasha Atlas [v on #1,3,5].

	Mick  KARN
	Gavin HARRISON & Mick KARN:

“Sanity & Gravity”
	1997
	42:45
	label: Resurgence (Voiceprint Group)

Mick Karn [b]; Richard Barbieri [k]; Dave Stewart [k]; Sultan Khan [sarangi]; John Thirkell [tp, fl h]; Ian Kirkham [ewi]; Heitor Pereira [g]; Gary Sanctuary [k]; Gavin Harrison [d, perc, g].

Gavin Harrison information: www.drumset.demon.co.uk ; e-mail: gav@drumset.demon.co.uk 

  Современный фьюжн; как всегда в проектах с участием Karn и Barbieri – необычайно богатый и яркий саунд. 

	Mick  KARN
	Liquid Glass
	1998
	47:24
	label: Flavour of Sound Limited (Japan)

Yoshihiro Hanno [g, k]; Mick Karn [b, bass cl, g, v]; + add.: Mitsuru Watanabe [d]; Kosei Yamamoto [s s].

  The wind and the sea, often whisper to me, «never try, to pass us by,» they always say, like a mother saying: «It’s cold and bare outside.» But one day, the child must go out. We are that child, against a wind that drives the sea so wild, and we feel ourselves alone, more free and more alone. 

Time is like a God; eternally self – ignorant. All we know of him, is what he creates, and what is created, is his knowledge. What is potential, is his mystery. Mysterious in him and to him. 

So tell me, doesn’t it seem, that to travel in time can mean: I am and I was not, I might not have been, I may not be, and I shall not be? 

At once and at one time, I passed some boys along the street, and I asked them: is nothing more true than the sea? Hurry up! We don’t have the time to tell you the truth. But, the older the time, the more it is worth. 

Some old things are priceless, due to the time they’ve existed on earth. So, what can it mean? Am I obliged to believe it? No, there is only one thing I believe: there’s nothing more true than the sea. 

But, it costs us nothing, nothing at all, to breathe the air. I doesn’t matter how many times the world has breathed the same air. It is priceless. Nothing is more true than the sea.

	Mick  KARN
	JBK:

"Ism"
	1999
	51:49
	Steve JANSEN, Richard BARBIERI, Mick KARN with David TORN; featuring: Aziz Ibrahim, Sigizo, Zoe Niblett, Masami Tsuchiya, Theo Travis, Nick Cooper, Clive Bell.

В духе Laswell’овского ambient dub / acid-jazz’а.

	Mick  KARN
	Each Eye A Path
	2000
	42:38
	Mick Karn [v, g, b, s, cl, k, perc]; Steve Jansen [drumkit, drum prog, samples]; Maya [v]; Apache 61 [organ].

	Mick  KARN
	JBK:

"Playing In A Room With People" / "Seed"
	2001
	74:11
	funk

label: Medium Productions

"Playing In A Room With People", 2001 = 47:15

"Seed", 1994 = 26:56

Jansen [d, perc, k]; Barbieri [synth, k]; Karn [bass g, bass cl, v]; Wilson [el g]; Travis [s, fl].

	Mick  KARN
	Each Path A Remix
	2002
	60:11
	label: Medium Productions info@mediumproductions.co.uk 

#1-9: remixes 2002 (=46:13)

#10-12 – from "A Special Collection", 1997:

10. Bestal Cluster (alternative edits)

11. Liver and Lungs (alternative mix)

12. Drawings We Have Lived (previously unreleased)

	Mick  KARN
	More Better Different
	2003
	44:14
	label: Medium Productions / Invisible Hands Music (London) www.invisiblehands.co.uk
Performed (2002), recorded, mixed and produced by Mick Karn; mastered at Abbey Road Studios.

Instruments: wal bass guitar, clarinet, bass clarinet, keyboards, samples, vocals.

	Nino KATANADZE
	Nno Katanadze & Insight
	2004
	54:13
	demo CD
Замечательная грузинская джазовая певица. Поёт вокализ + на грузинском языке.

	(Jan KAZDA)
	BAKER, BROTZMANN, SHARROCK, SKOPELITIS, KAZDA:

"No Material"
	1989
	54:30
	Jan KAZDA - см. тж. с: Jacques BREL; Ginger BAKER;
label: ITM

rec. 1987

Ginger Baker (см.) [d]; Peter Brotzmann (см.) [saxes]; Sonny Sharrock (см.) [g (left)]; Nicky Scopelitis [g (right)]; Jan Kazda [b].

1. Dishy Billy (Baker)

2. Skin The Pizzle (Sharrock)

3. Oil of Tongue (Scopelitis)

4. One in the Bush is Worth Two in the Hand (Brotzmann)

No Material -- was a compellingly bizarre group that existed for less than a week in 1987. They only played three gigs: the current recording documents the first of them. The group was certainly well-named. Not only was it ,,no Mate​rial" -- that's to say it was not to be confused with Bill Laswell's intermittently operative col​lective called Material [см.] -- it also had no mate​rial. The musicians began from scratch; there was no set list.

Stylistically, some of the players seemed poles apart (where's the common denominator that could reconcile Peter Brotzmann's and Ginger Baker's ideas about music??). Nonethless, in spite of or because of the differences something happened when they improvised together. Maybe because Nicky Skopelitis seemed to be willing it to work.

How did a band like this come about? No Material's personnel was all that remained of an ambitious project that had been provisional​ly pencilled-in for the Ruhr Jazz Festival in the Spring of '87. A ,,Material / Last Exit [см.] / African For​ce" production... that was the general idea. But Bill Laswell, a crucial component of the plan, was unavailable. As I recall, he was in Tokyo at the time, trying to redeem some of Peter Ga​briel's music with a coat of producer's gloss. And Ginger Baker's African drummers, also in the hypothetical line-up, vanished along the way. Since Ginger himself often sound like two or three African drummers this was not too crucial a loss. In lieu of Laswell, in came Jan Kazda, bassist/leader of German band Das Pferd. Although he is credited as co-producer of Baker's ,,African Force" album, having (con​troversially) added arrangements to concert tapes of Ginger's percussion band, he was really going in at the deep end here, on stage with Sharrock, Brotzmann and Baker, interna​tional heavyweights of several shades of im​provisation.

My memory of the band in concert -- I saw the following night's gig in Munich -- is of Nicky Skopelitis standing centre-stage, his back to the audience, between Baker and Kazda, pikking out arpeggios on his twelve string guitar that established an harmonic reference for the music's atmospheres. In the role that he'd ta​ken on as rhythm guitarist (though later, then as here, there'd be flashes of his brilliant lead work) he was able to make connections betwe​en the different elements within the group. Kazda watched him doggedly for encourage​ment or criticism and Skopelitis's head of dark curls was shaking prohibitively or nodding agreement throughout. Though the casual listener may not recognise it. Nicky was really the hub of this group. It was a difficult and frustrating job, holding this music together, but somebody had to do it. By stressing a sort of central simplicity, he was (just) able to keep the music in focus. At its best, the music has some of the congruence and easy flow of Ginger Baker's ,,Horses And Trees" album, to which Skopelitis was an important contributor. It has a centre, even when Sharrock and Brotzmann, Last Exit's terrible twins, are straining wildly at the reins, frothing furiously at the edges of the group sound.

Strange thought: this music would never have existed had it not been for an off-hand remark made by Johnny Rotten (reader, if you don't like it, blame him.)

This group's roots go back to the recording of Public Image's record ,,Album". John Lydon had cynically, jokingly, suggested Ginger Ba​ker as a session drummer. Producer Bill Laswell told the singer he'd just had his first good idea and went off to look for the ex-Cream drummer, finally tracking him to an olive farm in Italy and dragging him back to the music world. Baker's presence helped make ,,Album" an exceptional rock record and the drummer's subsequent re-immersion in improvisation's choppier waters has demonstrated that he has lost none of his powers. As Peter Brotzmann observed after No Material's Munich gig, ,,This guy can still really play the drums", a sentiment I'd endorse. I've been a Baker enthusiast since the autumn of '66, when Cream played Chelmsford Corn Exchange, a few weeks be​fore their debut album was released, when their harnessing of jazz chops to rock energy was perhaps at its most devastating. (The world in general, and Chelmsford in particular, had heard nothing like it before.) No Material was a very different gig, obviously, but there were historical parallels, too, in the sheer joyous physicality of Baker's drums, in the intimations of the blues in the guitarists' solos, in the gung-ho audacity of the project.

Ginger Baker had never met Sonny Sharrock or Peter Brotzmann before this Swiss gig. I don't know if he was aware of their music -- I doubt it and would be surprised if Brotzmann were familiar with Cream's songbook. Shar​rock, at least, knew Ginger's track record: ,,I like strong drummers. I make a point of kno​wing who the strong ones are."

Interviewed by Swiss radio shortly before the concert, Sonny was coolly optimistic about its outcome.

Did he have any idea what kind of music they'd be playing, a radio journalist wanted to know. ,,Not at all," Sonny returned blandly, unruffled. ,,But I'll try to play in the band. I think that's important, rather than me trying to force some preconceived concept onto the music." None​theless, Sharrock plays Sharrock, with all the violent power that that entails. Perhaps he holds back a little more than he does in Last Exit, but the difference in intensities is a matter for Richter scale measurement. What a great musician he is. And how well he plays with Brotzmann: they are, inevitably, a band inside the band. (Technical note, for readers of Guitar Player: Sharrock's heard in the left channel on this recording. Skopelitis is on the right.)

As for Peter Brotzmann, Wuppertal's major (only?) contribution to culture (when he heard the word culture, he reached for his bass sax), he is committed, always and ever, to try to crank the music to the maximum. It's unner​ving, at first, to hear his massive outbursts swarming over tightly-controlled, hammering 4/ 4 beat of Ginger Baker, when you've grown accustomed to the groundswell of ,,free" per​cussionists or Shannon Jackson's polyrhythmic complexity behind him but, listen long enough, and you'll get used to the idea. You may even grow to love it. (Then we're all in trouble.)

I'm glad that No Material came together to nail down their non-repertoire in March 1987 and glad 116that their efforts are now preserved for posterity to puzzle over.

May the archivists now go and look for the Munich gig.

Cheers (three)                  Steve Lake. April 1989

	Jan KAZDA
	Finally
	1997
	51:35
	funk-jazz

label: Lipstick Records / Alex Merck Music

Jan Kazda [b, k]; Tunja (black musician) [v]; Wale Bakare (black musician) [v]; Wolfgang Schmidtke [t&s s, bass cl]; Stefan Beck [tp, fl h]; Jorg Lehnardt [g]; Hinrich Franck [p, organ, k]; Kurt Billker [d].

Прекрасный фанковый проект, один из лучших, что доводилось слышать за последнее время. Музыканты далеко не молоды, но мало кто с ними знаком (Европейский проект потому что). Проявите любопытство и вы ни в коем случае не будете разочарованы.

	Salif  KEITA
	Soro
	1987
	38:15
	MALI

label: Mango Records

Salif Keita [v]; with his African musicians & Jean-Philippe Rykiel [k, arrangements].

Salif Keita is one of the most remarkable stars in Africa today. From the West African state of Mali and of noble birth, he is a direct descendant of Sounjata Keita, the warrior king who founded the empire of Mali in 1240, establishing the great Manding culture which transcends the state boundaries of today. Salif Keita has overcome the prejudices arising from his illustrious background and the fact that he is an albino, to rise to the peak of his profession and a position in Malian society equal to that of his noble forebears.

His singingcareer really began when he established himself with the popular Rail Band du Mali in the early 70's. In 1973, he joined Les Ambassadeurs. In 1978, they moved to Abidjan, Ivory Coast, from whose sophisticated recording studios they began to expand a worldwide reputation. After several successful LP's culminating in the masterpiece, "Manjou", a legend was born and a huge following established throughout Africa, France and the Francophone areas of the world.

Salif Keita's music is a powerful, seamless, and highly sensitive melting pot of influences; transplanting the traditional music of the griots into the present. He has blended in otherWest African influences from Guinea and Senegal, and influences from Cuba, Spain  and  Portugal,  fusing his traditional vocal themes with modern instruments and style. On "Soro", with the use of the latest 'state of the art' technology, this development has reached an unprecedented peak of perfection,   both  musically  and technically.

Above all, is the charisma, mystique and dramatic personality of Salif Keita.

Above all is the voice, Islamic-tinged and awe-inspiring." Pure- electrifying-intense - spiritual - trance-like". Just some of the adjectives used to describe it. All are appropriate.

His lyrics, deeply inspired by history and the legend of Soundjata Keita, revolve around living together, starting from traditional ideas, themes from the past transported to the present, improving  the  present  through reference to the past.

The spellbinding "Soro", Salif Keita's newest triumph, is fittingly, his first release in the English-speaking world.

	Salif  KEITA
	Amen
	1991
	43:51
	label: Mango Records

Salif Keita [v]; Joe Zawinul [k]; Carlos Santana [g]; Wayne Shorter [t&s s]; Bill Summers [perc]; Jeff Baillard [g]; a.o.

Produced, arranged and orchestrated by Joe Zawinul.

Yele n Na 

Waraya 

Tono 

Kuma 

Nyanafin 

Karifa 

N B'I Fe 

Lony

	Salif  KEITA
	The Mansa of Mali...  A Retrospective
	1994
	65:30
	label: Mango Records

produced by Joe Zawinul
Этот сборник не пересекается с предыдущими двумя дисками на 42:22.
   “After meeting Malian vocalist Salif Keita, I felt a need to learn more about the function of rhythm in African society. Many of the polyrhythms and polymeters used in these percussion ensembles are part of the traditional jazz vocabulary. It’s like this guy walking up a mountain to find out where he’s coming from in jazz music and all of a sudden he meets a guy who can show him the short cut. Salif opened my eyes to another way, an easier way to get there.” — So said saxophonist Courtney Pine (см.) after a musical encounter with the golden voice of Mali, Salf Keita.

For Courtney, West London born and bred, his roots in Jamaica, a meeting with Salif was akin to a meeting with a spiritual and cultural force whose roots can be traced back to Soundjata Keita, a Warrior King who founded the Mali Empire in 1240. However, Salif Keita's story is no ordinary one. Being born albino -- a sign of bad luck -- into a noble family resulted in his being shunned by both his family and community. Poor eyesight and a lack of financial support thwarted a career in teaching, but his childhood encounters with the griots, who would arrive at his house to sing his family's praises, instilled a deep feeling for the music and triggered the option of an alternative, if problematic, career.

The young Salif began to regularly trek the 25 dusty kilometres from his native Djoliba to Bamako, Mali's capital, where he would sing in the markets. He lived on charity. Unfortunately, when his father discovered how his son made a living he refused to speak to him for the next six years. Life was tough. Moving to Bamako, the singer struggled to survive, but his luck changed when spotted singing in a nightclub. He was offered a job with the legendary, Government-sponsored Rail Band who were resident in the principle hotel of the railway station in Bamako. [...]

	Salif  KEITA
	Moffou
	1998
	60:33
	Salif Keita [v, ac g]; Cesaria Evora (см.) [v]; Mino Cinelu [perc]; Sayon Sissoko [ngoni]; Adama Kouyate [tama]; Mamadou Kone [calebasse]; Drissa Bakayoko [djembe]; Harouna Samake [camele n'goni]; Souleyman Doumbia [African congas]; David Aubaile [fl]; Jean-Louis Solans [luth, e-bow, cavaquinho]; Arnaud Devos [harmonica]; Benoit Urbain [accordion]; Guy N'Sangue [el-b]; a.o.

	Salif  KEITA
	Papa
	1999
	51:30
	label: Capitol Rec. (Hollywood, CA)

Email: Salif.Keita@malinet.ml 

Salif Keita [g, v]; with musicians: Grace Jones (см.) [v]; Vernon Reid (см.) [g]; John Medeski (см.) [organ]; Ben Perowski [d]; Monica Wilson [cello];  Jean-Philippe Rykiel [k]; Toumani Diabate [cora]; Keletigui Diabate [balafon]; Adama Coulibaly [M’Simby]; Mohamed Kouyate [talking drum]; Eric Bono [progr]; a. o.

	Nigel  KENNEDY
	plays Jazz
	1984
	54:59
	Nigel  KENNEDY -- см. тж. с: Michael Brook

label: Chandos Records (England)

Nigel Kennedy [vln] with Peter Pettinger [p]

Rec. in the Church of St.John the Martyr, Bloomsbury, London, 1984.

In this day and age of unspontaneous music making, even in the fields of pop and jazz music, Peter Pettinger and I for this disc, at least, were totally unrehearsed, And I hope that the spontaneity which arose because of this has more than made up for the lack of rehearsal, I, certainly, can imagine having spent far more time and worry on a worse disc... but let me tell you how the disc came to be in the first place:

To be honest, I suppose I should say I am more well known as a classical musician, and it was in this guise that Peter Pettinger and I went happily to the pub having just finished recording the Elgar sonata and pieces four hours ahead of schedule, After a drink we both felt like playing again and Brian Couzens (our producer) was game enough to come and record us, My years playing with Stephane Grappelli and in clubs in New York have left me with an insatiable appetite for playing jazz (and, incidentally, any other kind of music) and since Peter Pettinger is such a tremendous jazz pianist we decided to play a few standards, Here is what we came up with, completely unrehearsed and unedited, Stephane Grappelli often used to call me his musical grandson, so I hope he likes this disc but will allow his "grandson" to misbehave once in a while...

--- Nigel Kennedy
1. Body and Soul (Green…)

2. Bag's Groove (Milt Jackson)

3. Autumn Leaves (Mercer…)

4. Swing '39 (Reinhardt/Grappelli)

5. Isn't She lovely (Stevie Wander)

6. Lover Man (Davis…)

7. The Girl from Ipanema (A.C. Jobim)

	Nigel  KENNEDY
	Bartok / Ellington
	1986
	69:01
	label: EMI England

#1-4 BARTOK: Sonata for Solo Violin

#5-9 ELLINGTON: Mainly Black (from Black, Brown and Beige Suite) – arr. by N.K. (with Alac Dankworth – double bass)

NIGEL KENNEDY writes:
Black, Brown, and Beige received its premiere in Carnegie Hall, New York, performed by Duke Ellington and his big band in 1943, and selections from this work were first recorded in 1944, the year in which Yehudi Menuhin gave the Bartok Solo Sonata its premiere in the same hall. Neither of the performances on this record will bear much resemblance to these memorable premieres because in my opinion great music benefits from original interpretation, and being original is something every performer finds it impossible not to be.

The music of Ellington and Bartok has a timeless quality which makes it unnecessary to consult the preferences of past performers, just as the same qualities in Bach's music make it unnecessary to, or even necessary not to, shorten the neck of the violin and mimic the mannerisms of players in the early seventeen hundreds. It was with this attitude in mind that I performed these two great works for this record.
Introducing the record seems to be giving me the excuse to slip in some of my personal opinions about music, but in this case I think that they are relevant because I haven't seen any albums like this in the record shops before, and I think in this way I can explain why Ellington and Bartok are ideal couplings for each other.
Although civilisation has progressed to the extent that no one now thinks that jazz is music that people make up as they go along because they've forgotten the notes, there are still a few classical music lovers who refuse to accept that jazz has produced and still produces great music. And there are also still a few jazz lovers who adhere to the simplistic argument that classical musicians are just playing notes by someone else and don't have the capability of original thought. In answer to the cynics in the jazz world I ask them to listen to the difference between two great creative interpreters like Gidon Kremer and Isaac Stern playing the same piece. If they can hear the difference, that proves my point. If they can't I conclude that their hearing is worse than Beethoven's and that therefore they come second best to at least one classical musician!

In answer to those who can't accept jazz in any form I put this proposition: jazz is in fact classical music. People like Louis Armstrong, Duke Ellington, Billie Holiday, Charlie Parker, Miles Davis and Weather Report have all produced improvisations or compositions which have been recognised as classics. So in that respect they are all classical musicians. If 'classical music' means truly great music, the musicians listed above belong in that category. If it doesn't, why should we be interested in it? I certainly believe Duke Ellington is a great composer, and he has been recognised as such by composers and performers in all fields of music. Bartok, in my opinion, is also one of the great composers. He was the only significant one of his generation who could continue along the lines of the great tradition set by Bach, Beethoven and Brahms, instead of resorting to mathematical formulae. He is innovative at the same time as making the most profound statements.
It was in fact the Bartok Solo Sonata which I first decided to put on this record. I had played the piece frequently in public and felt that I and the audiences I was playing it to had a special relationship with it. It was thinking of another great work to go with it that presented me with problems in the beginning. There are other great works by Bartok, but none of them seem to match the mental strength of the Solo Sonata. Bartok has such a rich mixture of Hungarian folk-inspired melody integrated with great compositional architecture that most of the compositions by his contemporaries would have sounded second best alongside it on this disc.
There was one obvious exception to this: Duke Ellington. He also used material inspired by his background and put it into bigger structures, one of the best examples being his Black, Brown and Beige Suite.

Mainly Black

The first difference connoisseurs will notice between the original performance and the one on this record is the title, so here's another long explanation.
When Duke re-recorded Black, Brown and Beige in 1958 he omitted the material from the second and third parts of the suite (Brown and Beige) and used only the material from Black. I have done the same (believing that Ellington's judgement was made on musical grounds), except in the case of The Blues which comes from Brown. I have also created a few improvised sections based on two-chord relationships, mainly from Come Sunday, which join the different songs together. Except for The Blues and the two-chord passages all the material is from Black, so Mainly Black implies more about the musical content of the piece.
The other difference is, of course, the instrumentation. The original Black, Brown and Beige was written for big band. Since this started as a solo violin album, I started by trying to arrange Mainly Black for violin alone, but apart from the fact that violin is far harder to play unaccompanied than piano or guitar (mainly because chords are less accessible), there was a more important reason for including bass on this record. Even the greatest exponents of solo instruments in the improvised music field lack that electricity given to the music by the fact that two (or more) musicians are listening to each other. In music as great as Black, Brown and Beige it was important not to lose that factor. I didn't want it to turn into just a clever violin piece. In music of this kind the bass must have strong rhythm, imagination, and melodic potential, so I feel very lucky that I was able to persuade Alec Dankworth to join me on this project.
Lastly, I must mention the contribution Ray Nance made to the 1958 Ellington recording of Black, Brown and Beige. It is some of the most beautiful violin playing I have ever heard, and his inspiration is another important reason why this music should appear on a violin record. In some places I have stuck quite closely to his solos because even in this context his statement is so relevant to the music.

Bartok: Sonata for Solo Violin

Bartok's Solo Violin Sonata was his second to last composition, and the last major chamber work he wrote. Commissioned by Yehudi Menuhin, it was completed in 1943, a year before Bartok's death.
In his choice of titles for the four movements of his Solo Sonata, Bartok was clearly influenced by Bach. The comparisons technically and compositionally don't go much further than that, because after starting each of the movements in a style formally quite similar to Bach, Bartok's own personality and style soon assert themselves. The comparisons emotionally and musically are far closer. The whole music is far greater and deeper than the sum of the parts, and one can learn and feel more every time one listens to or performs it. This is probably because Bartok's grasp of harmony and musical architecture is on a par with Bach's.
Tempo di ciaconna. Many musicologists have noticed that the chaconne rhythm is not prevalent after the first few bars. This might be true, but the underlying current of the chaconne is always there and is what holds the movement together. It is in sonata form with a contrasting melodic second subject. It's full of contrast and is particularly adventurous in the development and recapitulation. 

Fuga. This is a barbaric four-part fugue. After the four fugal entries of the subject and the counter subject Bartok then develops them with increasing variation. It takes quite a few listenings before Bartok's imagination can be fully appreciated; it took me quite a few performances before I could play it! After reaching amazing heights Bartok brings us back to earth with the same menacing minor third which started the movement. 

Melodia. This movement is typical of Bartok's powers of communication through simple melodies. It is in ternary form (ABA). Bartok heightens the sense of space created by the melody by separating each statement with a simple motive played quietly, usually in harmonics. The middle section is played with a mute at a slightly faster tempo, incorporating breezy nocturnal passage work and double stops. The melody is then given a more rhapsodic quality. The movement finishes with the melody stated simply and stratospherically without mute.
Presto. To open this movement Bartok uses the same technique as Bach in his prestos. Running sixteenths are used to give shape as well as implying harmony. In this case the mood is very atmospheric. There are two contrasting Hungarian episodes before the movement ends with considerable bravura, combining all its thematic elements.
--  Nigel Kennedy, 1986

	Nigel  KENNEDY
	Kafka
	1996
	68:45
	N.K. [ac&el violin, viola, ‘cello, mandolin, treated piano]; Ravi (см) [kora]; Simon Heath [tp]; Keith Bragg [fl]; Rachel Fletcher [oboe]; David Heath [piccolo]; Doug Boyle [ac g]; Bill Dillon [ac&el g]; Simon Clark [hammond]; Rory McFarlane [double bass]; Pino Palladino [b]; Nana Vasconcelos [perc]; Manu Katche [d]; and oth. Состав варьируется.

   Interpreting the masterpieces of the great composers for quite a while has been a beautiful experience, but ever since my teens I have felt the need to express ideas of my own in different musical genres and have been developing the necessary musical vocabulary to develop a musical style. After interpreting the music of deceased geniuses, writing one’s own music is a natural progression and was common practice until the early part of this century. Fashion, intellectual elitism, plagiarism and politics have never related to my musical beliefs, so it is difficult to find a convenient category with which to describe the music. All I can say is that I have put my heart and soul into this album and it has been really fulfilling, particularly because of all the wonderful musicians who contributed so much – many thanks to them and also to you for taking the time to listen to my stuff. All the best, DR. NIGEL KENNEDY.

	Nigel  KENNEDY
	Riders On The Storm -- The Doors Concerto
	2000
	67:35
	label: Decca (London)

Nigel Kennedy [vln] with Prague Symphony Orchestra.

Arranged, Orchestrated & Produced by Jaz COLEMAN + Rory JOHNSTON; very special thanks to Philip GLASS and Kurt MUNKACSI.

All songs written by The DOORS

1. Riders On The Storm

2. The Unknown Soldier

3. Spanish Caravan

4. Love Street

5. Hello, I Love You

6. Light My Fire

7. People Are Strange

8. Strange Days

9. The End

	Steve  KHAN
	Public Access
	1990
	68:29
	S.K. [g]; Anthony Jackson [contrabass guitar]; Dave Weckl (см.) [d] (см.); M. Badrena [perc, voc]

	Steve  KHAN
	Crossings
	1994
	69:09
	как выше, + D. Chambers [d]

	Masabumi KIKUCHI, Gary PEACOCK, Paul MOTIAN
	TETHERED MOON: 

play Kurt Weill
	1995
	60:16
	label: Polydor (Tokyo) / JMT (Munchen)

Masabumi KIKUCHI [p]; Gary PEACOCK (см.) [ac b]; Paul MOTIAN (см.) [d].

Music by Kurt Weill (см. тж. в ‘Classics’). Rec. in NYC.
"Tether​ed Moon" — самый популярный в западном мире релиз японского пианиста Масабуми Кикучи, весьма почитаемого у себя на родине, но малоизвестного в других странах света.
ALABAMA   SONG
9:32

BARBARA   SONG
6:36

MORITAT  11:14 

SEPTEMBER   SONG   8:37

IT   NEVER   WAS   YOU   1:45  I

TROUBLE   MAN   5:00

SPEAK   LOW   6:52

BILBAO SONG 4:37 

MY SHIP 5:26

	Masabumi KIKUCHI, Gary PEACOCK, Paul MOTIAN
	TETHERED MOON:

Chansons d'Edith Piaf
	1999
	58:57
	label: Winter & Winter

rec. 1999

	KIMUS  № 5                                
	A hat ART  CD -Sampler
	1991
	70:25
	label: hat ART  

A hat ART CD-sampler presenting alternate takes and unreleased titles by: Ran Blake (см.) / Fritz Hauser (см.) / Steve  Lacy (см.) / Franz Koglmann (см.) / Maarten Altena (см.) / Habarigani.

KIMUS -- Цикл cборников ранее не издававшихся авторских композиций.

	KING  ÜBÜ  ÖRCHESTRÜ
	Binaurality
	1993
	74:07
	label: FMP

rec. 1992

WOLFGANG FUCHS sopranino, bassclarinet, contra-bassclarinet

PETER VAN BERGEN tenor, bassclarinet contra-bassclarinet

LUC HOUTKAMP clarinet alto + tenor

GUNTER CHRISTMANN trombone

RADU MALFATTI trombone

MELVYN POORE tuba

PHIL WACHSMANN violin + electronics

TORSTEN MULLER double bass

PAUL LYTTON drums + electronics

GEORG KATZER computer + electronics
There is one line of opinion which ties the acceptance of music to the reality of improvisation alone, or which at least rates the existence of improvisation higher than its result. Others say that the final result is all important, no matter whether the music concerned was produced by improvisation or by composition. Both of these seem to apply to Wolfgang Fuchs' "king ubu orchestru". This is free improvisation without any external influences (without written notes, without any interpretable graphic specifications, without prior arrangement etc.). At the same time however, meticulous attention is paid to achieving a positive outcome, that is to say to producing a result which is strong enough to stand on its own. To accomplish this a few consciously planned, or one could say "quasi-composed" prerequisites are required even if at first sight these don't seem to have anything to do with "composition" in the narrow sense of the word. This more general, but imperative compositional element is to be found in two respects in "ubu". What is actually meant by improvisation, what is composition, and what is interpretation? How do they relate to one another? If we inquire into the essential nature of these three phenomena and into the relationship between the improviser, compo​sition and interpretation, between the composer, improvisation and interpretation, and between the interpreter, improvisation and composition, then we come across all manner of seemingly irresolvable contradictions and entanglements, and in some cases these different spheres seem to overlap each other rather than to each have their own distinctive characteristics. In the end we are probably left with more questions about this intricate subject than we had at the beginning. Anyone who tries to get to the heart of this maze of confusion is in danger of going completely under in a kind of musical "Bermuda Triangle" between improvisation, composition and interpretation.
For, it's not as easy as one may think - the composer thinks something up and puts it to paper; the interpreter plays the composition; and the improviser also thinks something up, but he plays it himself, and he plays it at once. From the listener's point of view it is by no means always completely clear whether the musician is improvising or whether he is interpreting a composition (maybe a so-called improviser is playing something he has secretly learned by heart!). Compositional elements can very cleverly be "hidden" in the improvisation process, just the same as improvised music - which as far as style and form are concerned may seem to have some things in common with classical music - can "disguise" itself as composition.
Therefore not everything which appears from the outside to be an improvisation, is really improvised, is born at that moment of time. Composition requires this contradictory element as well - the spontaneous idea, the inspiration which can be compared to a moment of improvisation. It becomes apparent here that the improviser and the composer have a lot in common: both are equally dependent on this seemingly spontaneous inspirational-improvisational element. This is the real innovation, the creative essence which both the improviser and the composer are "committed" to if their works are to attain a deeper meaning than the mere transportation of acoustic material. This creativity however, never appears completely on its own, "unadulterated", but is always closely linked to a feeling of "deja vu" combined with a reservoir of stylistic means and methods of processing acquired along the way which every musician uses individually to create his own musical image. No matter how open, variable and flexible this stylistic fundus may be, it is an element of constancy which to a certain extent predefines the music-making procedure, almost as if it had been limited by the bounds of composition. And - paradox though it may seem - it is this constant element in improvised music which helps to create its unmistakable, independent character, its style and image against which the real innovation, the inspiration (in the narrow sense of the word) stands out as being untypical (or as not yet having become typical and established).
On a certain level all this can be applied to the "ubu"-orchestra, but a second "quasi-composi​tional" level overlies this - a level which, like the first, is not out to restrict improvisation, but to steer it in a direction in which it becomes compatible with the ensemble. Wolfgang Fuchs, the group's founder, works on this second level. He selects - like a composer does. He does not actually choose between concrete tones, sounds, gestures and forms; he choose between different "stylistic packages" of individually distinguished musical personalities who fit in with his plans - who have to fit in. Despite all this he never knows in advance who is going to play what and when, but he is familiar with every musician's basic style, he knows the way in which his partners act and react, and this "quasi-compositional" element to a certain extent guarantees the positive results mentioned. True to his own personal concept, Fuchs always looks for those musicians who show a tendency towards a music which is removed from, or even alien to, Free Jazz and who introduce new elements (which sometimes verge on the classical) into the "ubu" conception as a whole. This is completely sealed off from external influences,obviously from convention and fashion, but also from that eclectic approach which has by and large dominated jazz for the past twenty years, and which is seldom original or even successful. Thus nothing is pieced together and no use is made of collage, no references are made to different pieces or styles, no foreign or "borrowed" material is used. This means: dissociation, limitation, denial... but: no dissociation, no style; no limitation, no image; no denial, no character! Within these self-enforced boundaries a sheer diversity of approach and structure emerges which is both variable and flexible. Search, find and develop - "ubu" needs no musical stimulus from without to do this, it expands from within an extraordinarily complicated musical structure. Improvisation is (despite its inherent pre-existent and supportive elements) always an adventure. "Ubu" is a particularly daring venture. Firstly there are ten musicians who have to be "brought into line", who have to get on with each other. The innumerable ways in which these individual partners in music could become entangled in a web of complexity, call above all for a strong awareness for "collectivity" which cannot develop out a mere agglomeration of individual ability. This is based on an awareness of improvisation which has developed and envolved over a period of time and which (if we consider traditional jazz and free jazz as being the forerunners and initiators of European Improvised Music) has its own musical history. This new capacity for improvi​sation presented here by the members of the "ubu"-orchestra, stands out clearly against the more continuous, uniform, improvisational movement in Free Jazz, which, to put it simply, usually follows one single state of emotion and mood common to all participating musicians. Here however we have an accumulation of different, inwardly contrasting characters and elements of characters who are presented, confronted one with the other, and developed. This takes place both within the ensemble as a whole and also within the individual voice. In this way "ubu" creates a horizontal and vertical structure which stands out clearly from that of North-American Free Jazz, and which has its roots in the Mid-European New Music tradition, rather than in foreign parts.
This is achieved by conscious, deliberate reflection throughout the process of improvisation, and by the use of intellect - whereby reason is not meant to suppress or even supersede emotion, but rather to be used to arrange it and give it direction. It seems as though "ubu"'s music succeeds in this. There is no uncontrolled emotionalism, the mind "feels" and lays down to what extent and in which direction emotions are "allowed" to be released. This gives the impression of relaxed tension, of detached involvement, of unrushed expression, of activity without stress. "Ubu" is casual but not careless, eloquent but not gossipy.
In order to achieve this the members of the orchestra have to have certain "non-musical" capabilities when dealing with each other. They need to be able to contradict, but also to be sensitive to the partner's needs, to be able to exercise self-restraint to the point of total silence, which in this case does not mean dumbfounded dismay, it means giving their undivided attention and showing a caring interest.
Hans Rempel

	Rahsaan Roland  KIRK
	Kirk's Work
	1961
	34:08
	Roland  KIRK – см. тж. с: Charles  MINGUS;
label: Prestige / ZYX

rec. in New Jersey, 1961.

Roland Kirk [t s, fl, manzello, stritch, siren], Jack McDuff [Hammond], Joe Benjamin [b], Arthur Taylor [d].

	Rahsaan Roland  KIRK
	We Free Kings
	1961
	43:10
	Roland Kirk [t s, fl, stritch, manzello, siren]; Hank Jones / Richard Wyands [p]; Wendell Marshall / Art Davis [b]; Charlie Persip [d].

	Rahsaan Roland  KIRK
	"Domino" / "I Talk With The Spirits"
	1962/64
	78:49
	"Domino" – label: Mercury, 1962

Roland Kirk with:

at the first six tracks – Andrew Hill [p]; Vernon Martin [b]; Henry Duncan [d].

at the last four tracks – Wynton Kelly [p]; Vernon Martin [b]; Roy Haynes [d].

"I Talk With The Spirits" – label: Limelight, 1964

Roland Kirk [fl]; Horace Parlan [p]; Michael Fleming [b]; Walter Perkins [d]. Vocals are by Miss C. J. Albert. The vibist heard is Bobby Moses.

	Rahsaan Roland  KIRK
	«Rip, Rig, and Panic» (1965) / «Now please don’t you cry, beautiful Edith» (1967)
	1965  /67
	67:35
	“Rip, Rig, and Panic”: Roland Kirk [t s, manzello, stritch, castanets, siren]; Jaki Byard [p]; Richard Davis [b]; Elvin Jones [d].

“Now please don’t you cry, beautiful Edith”: R. K. [t s, fl, stritch, manzello]; Lonnie Liston Smith [p]; Ronald Boykins [b]; Grady Tate [d].

This compact disc combines two quartet albums by Roland Kirk recorded two years apart. Both feature primarily Kirk's original compositions and two of the finest rhythm sections he ever recorded with. Rip Rig, and Panic, (first released on Limelight) is acknowledged by many to be his single greatest session. While Now Please Don't You Cry, Beautiful Edith (The only session he did for Verve — done while he was between his Mercury and Atlantic contracts) is not widely known, it is in many ways an overlooked gem.

The following are the original LP «Rip, Rig, and Panic»  liner notes:

Roland Kirk in action—stolid, deep in concentration, enveloped by a convoluted array of tubes, keys and straps—is an impressive sight. So impressive, in fact, that this image, which represents only one aspect of his musical personality, dominates the per​ception of many listeners. It is their loss; Kirk's artistic achieve​ments are not due to the simple fact that he plays several instru​ments at once—a feat that was not exactly uncommon in the days of vaudeville—but to the results he achieves.

"I'm trying to be a musician and represent all phases of music. Even the hippies say 'What is that?' when I do my electronic stuff. They think that since I play two or three horns that I'm not doing anything. Since they don't know what style of music I really repre​sent they can't pin me down."

The truth is that Kirk's style continues to evolve, often with re​markably original personal adaptations of complex contemporary music techniques. In this album, for example, two tracks include pre-recorded, electronically modified sounds. But even in the areas where one might expect predictable results—standards, blues, bal​lads, etc.—Kirk finds a way to make the material his own. NO TONIC PREZ is a tribute to Lester Young. But Kirk doesn't stop there; he adds a little more by writing a line that has no clear key resolution.

"The head doesn't have a tonic (the layman might think I'm talking about a drink). It's a riff that I heard Prez use and I extended the line to utilize all the horn, from top to bottom. I know Prez's musk so I'm able to extend myself on what he has done, instead of just trying to play his licks. Coltrane does Prez-type things on the hom but he extends them. People who just try to copy Prez lose it because they haven't used them​selves. I dig Jaki's solo here because he knows about all the stride stuff but he still plays modern."

In FROM BECHET, BYAS AND FATS Kirk salutes other play​ers he has admired, in this case, of course, soprano saxophonist Sidney Bechet, tenor saxophonist Don Byas and the great pianist/ organist/songwriter Fats Waller. Perhaps the most remarkable as​pect of the track is the fidelity of Kirk's tenor version of the Byas style, a version which uses many of the characteristic Byas devices —chromatic chord arpeggios, a woofing, barking sound that occa​sionally leaps up into high harmonics, and a strong emphasis on a four-beat rhythm—but which remains, nonetheless, a completely personal Kirkian expression.

"This represents Sidney Bechet on manzello—not the way he would play it but with the force. The bass and piano are like Waller and the tenor like Don. I'm not trying to play any of their stuff note for note; it's the groove they put me in—the way they inspire me for what I want to write and play."

Electronic sounds are heard in SLIPPERY, HIPPERY, FLIPPERY. They are what might technically be called MUSIQUE CON​CRETE, that is, actual sounds which have been altered by elec​tronic and mechanical manipulation. (Pure electronic music uses sounds which do not exist in nature and have been produced by oscillators, filters, etc.)

"Some of the sounds I made with my horn; the rhythm section was playing free. Some of the tape sounds I got around the house—wind chimes, my voice amplified, the baby hollering. I slowed down some of the sounds then played them all together. The head is written off a computer; I used the cycle of notes from a computer I once heard to make the line."

The title has a special significance and reflects Kirk's quixotic satirical bent.

"I call the music slippery; it represents slipperiness. 'Flippery' represents the ladies that hang out in the clubs and know more about the music than the musi​cians do. In another setting, like a discotheque, the chicks put jazz down. 'Flippery' also means fickle—like people who say different things depending on who they're with."

BLACK DIAMOND and ONCE IN AWHILE are straight-ahead blowing performances—the first in three, the second in four— that offer Kirk the opportunity to explore the resources of inter​esting harmonic cadences.

"I thought BLACK DIAMOND fit well with the manzello; it makes a nice change of mood. And I always wanted to play ONCE IN AWHILE; after I heard Clif​ford Brown do it, it just stuck in my mind."

The second electronic piece has an equally fascinating title—RIP, RIG AND PANIC. This time, however, the sounds are decep​tive, since the opening section, strikingly electronic in character, is actually produced by Kirk and bassist Richard Davis. The first electronic sounds do not emerge until nearly the end of the piece. The crashing glass, however, was recorded in the studio, impro​vised—so to speak—as a part of the performance.

"When the glass breaks it reminds me of a time when I was about 17 and I used to sit in the hallway at home practicing those double and triple stops. It was the kind of hallway where there are decorations and stuff. Once when I played a certain harmonic a glass vase fell off the shelf. I don't know if the wind caused it or I did but it stuck in my mind and I decided to do it in this piece. "The ending was done with an amplifier; I can shake it in a certain way to get those sounds. It was inspired by the music of Edgar Varese." Once again, the title has special significance.

"Rip means Rip Van Winkle [or Rest in Peace?]. It's the way people, even musicians, are. They're asleep. Rig means like rigor mortis. That's where a lot of peo​ple's minds are. When they hear me doing things they didn't think I could do they panic in their minds. They all say, 'Well, I didn't know this kind of thing could happen.' Actually, I was doing some things like this when I was in Ohio, but I lost work because people didn't want to hear this kind of thing."

The last piece, MYSTICAL DREAMS, was motivated by a Kirk dream. (In an interview with Don DeMichael in DOWN BEAT, Kirk traced his original decision to play more than one instrument at a time to a sound heard in an earlier dream.)

"I dreamt about the combination of oboe, stritch and tenor. The way I work out the combination is to first get the sound I hear in my mind. Then I work out the fingerings or I move the song to fit it."

In the case of this particular combination of instruments, the problems are unusually acute; the embouchure for tenor and stritch is not exactly the most appropriate one for oboe. Kirk solves the problem so well that one is not really aware of just how difficult it was—a superb technical achievement.

The unusually consistent artistic level that prevails throughout this date is due—in addition to Kirk—to the exceptional accom​paniment provided by the rhythm section.

Elvin Jones, Kirk's co-leader for this session, has changed the face of jazz drumming in a way that no player has done since the early days of Kenny Clarke. For the last few years, he has been closely associated with John Coltrane, evolving a synthesis of rhythm and melody that has some similarities to the classical music of India. It is testimony to his great artistry that his ap​proach to Kirk s music is completely different, and is fully respon​sive to its special qualities. Jones aptly described his view of the accompanist's and soloist's respective role in a DOWN BEAT panel discussion:

"What goes through my mind is my interpretation of the soloist's interpretation of the particular composition. I try to keep that foremost in my mind, and as far as my solo, it's an improvisation on that particular theme."

Richard Davis seems quite literally able to play anything, from Beethoven to contemporary concert music to brilliant spontaneous improvisations. When asked about the date, his enthusiasm for Kirk's music was apparent:

"I enjoyed doing the album—especially the freedom Roland incor​porated into it. I didn't know what was going to happen until it happened."

Jaki Byard has already influenced in one way or another nearly every young musician in Boston for at least the last decade. He, too, was enthusiastic about the session:

"It was really a very inspiring date to me. I had a ball." Kirk's feeling about his musical associates is equally strong:

"I met Jaki a long time ago and always wanted to do a date with him. He really enhanced things because he knew how to build—take the roots and work them out of the avant garde. Elvin and Richard have just what any player wants."

No one can speak more authoritatively about what the music is intended to say than the artist who brought it all together. A few final words, therefore, from Roland Kirk.

"Since my son's been here with us I really know what freedom is. When he goes to the piano he gets the sound he hears. This album is my way of expressing freedom."

Don Heckman

The following are the original LP «Now please don’t you cry, beautiful Edith»  liner notes:

Roland Kirk is a remarkable musician. His very personal way of expressing himself combines the traditional techniques of jazz with devices of his own invention. It is obvi​ous that he has listened carefully to all kinds of melody makers from Jelly Roll Morton to Charlie Mingus and beyond. His moods vary from beautiful, sensitive ballads to psyche​delic impressions of the music he hears around him. Because he is a warm, enthusi​astic man his music seems to communicate instantly with all kinds of audiences. In nightclubs, concerts and festivals alike he captivates and involves his listeners in his musical experience of the moment. Some lis​teners however do not seem to be aware of the scope of his melodic invention. It is easy to be distracted by his amazing facility for playing several instruments simultaneously, but when one examines more carefully the complicated passages he executes with such ease—and the tension he creates and releases in the process—it is evident that this multi-talented virtuoso has developed his own ap​proach to jazz which calls for total involve​ment every time he plays. This fact coupled with the humor, ingenuity and boundless energy that permeates every Roland Kirk performance has made him one of the most unique innovators on the jazz scene.

Not too long ago it was fashionable to say "He is saying something!" when a musician's performance seemed particularly inspired. This is especially applicable to Roland. Whether he plays a new line on an old standard (Stompin' Ground), an Ellington-tinged blues (Blue Rol), a popular movie theme (Alfie), or a tune with a rock and roll beat (Fall Out) he is always concerned with communication.

On several occasions I have watched audi​ences react to Roland's artistry and it was evident that what was being said musically was being shared by performers and musi​cians alike. True, he dazzled them with his virtuosity and astounded them with the multi-instrumental side of his playing, but it was the musical content of the solos and en​semble passages that captivated the audience. Even non-musicians found themselves busily trying to trace his melodies as they skipped merrily from instrument to instrument and back again.

It takes a fertile imagination to conceive such an approach to music and a truly great artist to keep the results from degenerating into just another gimmick. A quick glance at the imposing list of fine musicians who have recorded with Roland gives us some idea of the respect his fellow performers have for him. (Quincy Jones and Benny Golson have written music especially for him and Elvin Jones, Jacki Byard, Grady Tate, Wynton Kelly, Hank Jones, and Richard Davis are but a few of the great jazzmen who have helped him project his message on rec​ords.) The encouragement and cooperation of such talented musicians as these and many others, have enabled Roland Kirk to estab​lish a great rapport with his record audience. But he still must be seen to be believed. With three horns in his mouth and flutes and whis​tles protruding from every pocket he is a sight to behold. He seems to generate music like a dynamo creating electric energy.

Roland Kirk is an original and in this album with the help of Lonnie Smith on piano, Ronnie Boykins on bass and Grady Tate on drums he gives us a quick sketch of today's jazz scene by playing eight pieces which display eight different kinds of tunes jazz players are blowing at present. He is imaginative and uninhibited but most of all he is musical. This is a warm personal way of saying something musically. This is Roland Kirk. —liner notes by Billy Taylor

	Rahsaan Roland  KIRK
	Here Comes The Whistleman
	1966
	35:27
	label: Atlantic

recorded live

Roland Kirk [t/a s, nose flute, manzello, recording engineer] with: Jackie Byard / Lonnie Smith [p]; Major Holley [b]; Charles Crosby [d].

	Rahsaan Roland  KIRK
	Roland KIRK with The JAZZ CORPS
	1966
	43:40
	label: Pacific Jazz (Capitol Records) 1994 (+ 2 previously unreleased tracks)

Tommy Peltier [cornet, fl h]; Roland Kirk [fl, stritch, t s, bar s] (right channel); Freddy Rodrigues [fl, a s, t s] (left channel); Lynn Blessing [vibes]; Bill Plummer [b]; Maurice Miller [d].

1. Harplyness (4:44)

2. Serenity (3:25)

3. Peru-T (4:57)

4. Liberation (4:24)
5. Chalan Pago (3:32)

6. Le Blessing (8:13)

7. Meanwhile (8:30) 

8. Another Plum (5:17)
The Jazz Corps, like so many other ensembles – some undocumented and forgotten and others now celebrated, was a labor of love and creative outlet organized in 1963 by Tommy Peltier. Peltier, born in New Orleans on February 19, 1935, began playing the cornet at age 10. By the time he moved to Los Angeles at age 13, he’d already led his own youthful dixieland group in the Crescent City. He spent his high school, college and Navy (Guam) years in big bands. In 1958, he met tenor saxophonist Charles Brackeen («the most inspired person I have ever known»), and they formed a group that worked intermittently for the next few years. Both came under the spell of Ornette Coleman, then an intriguing, iconoclastic presence on the LA scene. Peltier recalls, «Charles is a brilliant saxophonist. He was known as ‘little Trane’ but then Ornette changed his whole concept, mine too. I remember getting kicked off quite a few bandstands with Ornette!» Ornette Coleman, Don Cherry, Charlie Haden and Billy Higgins, armed with an Atlantic record contract, headed for New York and ultimately international fame. Charles Brackeen and his wife, pianist Joanne, eventually followed. [...] This recording comes from a time when Roland (it would be a couple of years before he would add Rahsaan to his name because they formed the initials of the message of a dream he had) was between his time with Mercury-Limelight and with Atlantic. Jack Tracy, who had signed Roland to Mercury and produced all of his albums, had moved to Los Angeles and was producing for Blue Note and Pacific Jazz. The marriage of The Jazz Corps and Roland Kirk was his idea. This album is an interesting highlight of Kirk’s discography for several reasons. [...] About two years after this recording, Tommy Peltier started to feel excruciating pains during a big band gig. The doctors told him that he had an untractable hernia and would have to stop playing the cornet. (Ironically, Roland Kirk had to stop playing the trumpet at age nine on doctors’ advice because of the pressure it caused behind his already legally-blind eyes). That was the end of a love affair known as The Jazz Corps. No doubt, it was Roland’s availability that made this recording possible. [...]

	Rahsaan Roland  KIRK
	The Inflated  Tear
	1967
	38:04
	label: Atlantic Jazz

rec. in New York, 1967.

R.R.Kirk [t s, manzello, stritch, cl, fl, Engl horn, flexalone, whistle]; Ron Burton [p]; Steve Novosel [b]; Jimmy Hopps [d]; Dick Griffith [tr].

	Rahsaan Roland  KIRK
	Volunteered Slavery
	1969
	42:54
	label: Atlantic Jazz / Rhino

rec. in New York, 1969.

quartets - sextets

	Rahsaan Roland  KIRK
	Three For The Festival
	1970
	49:59
	label: Charly Records

rec. in Paris, 1970.

Roland Kirk [t s, cl, fl, stritch, manzello (the last two is the archaic saxophones which had been used in turn-of-the-century Spanish military bands)]; Ron Burton [p]; Vernon Martin [b]; Jerome Cooper [d]; Joe Texudor [perc]. 

Performed compositions by Roland Kirk, Cole Porter, Sidney Bechet, Steve Wonder.

  Jazz is a unique music created by individuals. But even in the jazz world the late Roland Kirk was such an unusual figure that he stood out. [...] Ronnie Scott recalls one occasion when Roland was at the club. “We got raided one time he was here. We didn’t have a proper club licence — members only club, but it didn’t work that way, it was impossible to function. So we just ignored it. And we got raided. Roland was doing that penny whistle thing. He distributed about a hundred penny whistles to the audience, and everyone was blowing like mad. It was like a madhouse. About twenty plain-clothes men and women came in. And no one took a blind bit of notice. Just went on blowing, like an aviary. And Roland couldn’t see what was happening, of course, just thundered on. All this law trying to get names and addresses. Policeman says to me ‘Go up and tell him to stop’. I said ‘You go up and tell him to stop.’”    This is a good illustration of the sheer power of Kirk’s playing and his amazing ability to communicate with people. His acute hearing and uncanny memory seemed to cancel out his lack of sight. “I use sounds to tell where I am” he said, “to live my life. Most of the time I can tell what people are like by sound. Sound and vibration are the whole thing, are my life. I dream about music and hear things which I try to play”.  It was almost inevitable that he joined Charlie Mingus’s experimental music, in 1961, for he could play with such intensity and ferocity (as well as tenderness) that Mingus found a place for those unique Kirk voices. He appeared on Mingus’s “Oh Yeah” album, playing strong tenor on “Hog Callin’ Blues” and generally adding tonal colours throughout the LP. But he is best remembered as the leader of his own group, which he later dubbed the Vibration Society. The multiplicity of his talent tended to obscure the fact that he was an exceptional soloist on orthodox instrument and, moreover, had a deep knowledge of jazz’s traditions, all the way back to Jelly Roll Morton. He dedicated a number of pieces to his idols and had the ability to reproduce their sounds. [...] The closing tracks demonstrate again the sheer power and musical charisma of this remarkable man as he uses flute, vocal effects and a whistle to get the impact of his music across. As Dave Gelly has noted, Kirk “would produce perfectly serious music, often infectiously jolly but never comic or ridiculous”.  In a world of characters he was unique.

	Rahsaan Roland  KIRK
	Blacknuss
	1972
	43:10
	label: Atlantic Jazz / Rhino

rec. in New York, 1971.

Kirk with:  tracks 1, 8, 11: Sonelius Smith [p]; Billy Butler [g]; Henry Pearson [b]; Khalil Mhrdi [d]; Richard Landrum [congas]; Joe Habad Texidor [perc]; Cissy Houston [v (8, 11)].   tracks 2-7, 9, 10: Charles McGhee [tp]; Dick Griffin [tr]; Richard Tee [p]; Mickey Tucker [organ]; Cornell Dupree [g]; Keith Loving [g]; Bill Salter [b]; Bernard Purdie [d]; Arthur Jenkins [congas, cabassa]; Joe Habad Texidor [perc]; Princess Patience Burton [v (7)].

	Rahsaan Roland  KIRK
	I, Eye, Aye
	1972
	48:49
	label: Rhino, edition: 1996

Live At The Montreux Jazz Festival, 1972

Rahsaan Roland Kirk [t s, manzello, stritch, cl, fl, nose fl, siren, and other stuff]; Ron Burton [p]; Henry ‘Pete’ Pearson [b]; Robert Shy [d]; Joe ‘Habao’ Texidor [perc].

	Rahsaan Roland  KIRK
	Bright Moments

[2 CD]
	1974
	42:54 39:40
	label: Atlantic, 1993

Rahsaan Roland Kirk [t s, manzello, stritch, fl, nose fl, miscellaneous instruments]; Ron Burton [p]; Henry ‘Pete’ Pearson [b]; Robert Shy [d]; Joe Habao [perc]; Todd Barkan [synthesizer, tambourine].

rec. live in San Francisco, 1973

	Rahsaan Roland  KIRK
	The Case of the 3 Sided Dream in Audio Color
	1975
	74:01
	Последние номера на этом CD (#20 “Conversation”, #21 “Telephone Conversation”) – не содержат музыки (отрывки тишины и телефонного трёпа). Если их исключить, то общая продолжительность составит = 60:44
RAHSAAN ROLAND KIRK: Tenor saxophone, bass saxophone, flute, trumpet, stritchaphone, manzello 

CORNELL DUPREE, KEITH LOVING & HUGH McCRACKEN: Guitars 

ARTHUR JENKINS, HILTON RUIZ & RICHARD TEE: Keyboards 

FRANCISCO CENTENO,

METATHIAS PEARSON & BILL SALTER: Basses

SONNY BROWN, STEVEN GADD & JOHN GOLDSMITH: Drums

LAWRENCE KILUAN: Congas 

RALPH MacDONALD: Congas & percussion 

PAT PATRICK: Baritone saxophone

As a universal player piano rolls out beautiful notes into the universe and evolves on this three-sided dramatization of music, I would like to give some thanks to some of the people that have been close to me through the years and to the point of this drama.

I am glad that I have lived to see and hear the development of Mr. Sonny Brown, our drummer, whom I call "Sunhouse Brown." He is one of the sources of energy that goes through the music. Mr. Brown was one of the few people that came to New York with me. We came with bells and whistles when they were unheard of. Like anyone else, we have had our differences, but we have always respected each other's musical talents and he has been a tower of strength for my music and all other universal music that I have heard him deal with.

I would also like to give a great thanks to Mr. Metathias Pearson who is the heartbeat of The Vibration Society's music. Through the years, he has developed and given his all to the music of The Vibration Society. Through all the temptations that I know he has had, he has stood strong and carries out the very beautiful bass sound of the great bassists who came before him and with the dedication he has, there will be people who will have to recognize the contribution that he will make in the future of music to come.

Hilton Ruiz is one of the people that keeps my faith and spirit and lets me know that there is no such thing as a "generation gap." He is steadily checking out all the music that came before him like the Tatum's and the Jackie Byard's. I can remember when he and Byard had a very beautiful piano confrontation. His mind has stayed open to all the beautiful things going on in the music and he has been a great asset and a great pair of eyes for the music of The Vibration Society.

I think that in these days of making music and trying to make it, we tend to forget the maintenance and care of our instruments. Special vibrations and thanks from me goes to the gentleman that keeps my instruments together with precision and thought. His name is Rubin Gossett—check him out musicians!!!

I would like to thank all the teenage Virgos and teenage Libras that showed me the different ways that The Entertainer could get to them and to the Cancers and Leos who also motivated me after this dramatization was played. It was not a new task, but a great revelation that the trumpet came into play because it was like going back to the past when I played trumpet at seven and eight years old. So I would like to thank the source that turned me back to the trumpet and give great thanks to the creator that made it music. Part of the trumpet spirits go out to the spiritual family of the Motley's—John and his wife.

I would like to give a very special thanks to John Goldsmith for making our travels beautiful and thank him for the dedication that he gave to the music of The Vibration Society. John Goldsmith possesses a great deal of beauty and great musical strength and compatibility as to the music of The Vibration Society and myself.

I would like to thank all the other strong musicians and arrangers that helped this music and who helped make part of this three-sided dream come to light. May this audio-light burn into all the open ears of the universe.

Rahsaan Roland Kirk

	Rahsaan Roland  KIRK
	Does Your House Have Lions
	1962-76
	68:18 70:24
	label: Atlantic Jazz Gallery / Rhino

Remastered collection of Kirk's Atlantic recordings from 1962 to 1976. (The Rahsaan Roland Kirk Anthology); produced by Nesuhi Ertegun and Roland Kirk.

	Rahsaan Roland  KIRK
	The Man Who Cried Fire
	
	54:05
	label: Hyena Records, 2002,  www.HyenaRecords.com (USA)

I'II tell you one story about Rahsaan. In the late 60s we were in the studio getting ready to mix one of his albums. He wouldn't let me start working with the tapes until I could "do it like me." I didn't know what he meant. He told me to sit down and close my eyes. He got behind the chair and started to wrap my head, mummy style, with masking tape from the neck up. Enough room was left for me to breathe. When Rahsaan was convinced that I couldn't see, he held a gun to my head and said: " I just want you to know how I feel all the time." He wasn't out of control, or crazy or menacing or evil or anything... he was cool. He was just telling me something.

-- Joel Dorn

Coming To You In Audio Color

Like the intense, extra-bright light that often radiates from a bulb just before its filament burns out, Rahsaan Roland Kirk often seemed almost 'too much' for this world. Throughout the four passionate decades of his life, he radiated enough inspirational music, humour and love to fill, and fulfill, any four hundred average lives. For those of us who worked with him night after night and day on and off the bandstand, Rahsaan never ceased to be an exhilarating spring of joyful inventiveness, whose music would alwavs sing, "as something fine and beautiful is comin' round the bend, please let it be a surprise."

The novelist, Willa Cather once wrote that "artistic growth is more than it is anything, a refining of the sense of truthfulness. Only the stupid believe that to be truthful is easy; only the artist knows how difficult it is." Rahsaan Roland Kirk was about that kind of truth; his life and music celebrated this most important kind of transcendent struggle. He gave us the ultimate "duty-free gift for the traveler"... his own songful soul as a man for all seasons, reasons and rhymes of the heart.

Todd Barkan 

Todd Barkan was Rahsaan's close friend. In 1974, he conducted a series of interviews with Kirk, the bulk of which became a definitive collection of quotes by the late musician. Here, reprinted by permission from Down Beat magazine, are some of Kirk's more pointed reflections.

On New Orleans and his commitment to "Black Classical Music"

New Orleans music will suffer genocide and disappear because so few musicians include it in their format. I'm talking about real New Orleans music. What drags me is that a lot of black musicians walk around so 'hip' and so unaware that there is a difference between Dixieland and New Orleans music. That is something that I learned from the black classical musicians of New Orleans. You don't see the European classical musicians allowing the music of Bach, Brahms, or Beethoven to become extinct. The music has gone on four centuries. We have the same obligation. Why do we have to become so 'hip' that we can say, "bebop is square," or "New Orleans is square"? This to me is a shame. I feel a responsibility is placed upon me when I pick up a saxophone. People like Ben Webster and Coleman Hawkins and John Coltrane left music here to be played. And I feel it's part of my calling to keep this music alive. I'm not saying that you should play the same songs year in and year out and not try to relate to the times we are living in, but I do think you can take any of this music and put it into the present times.

On Jamming

To me, a big problem is that musicians don't get together to just play as much as they used to. We've allowed promoters, record companies, critics and disc jockeys to separate us. So this group of musicians will say, "We're too cool to play with them." And this group says, "They're not spiritual enough four us." We've all got labels why we can't get together with each other. But all that doesn't stack up because we're all playing the black and white notes of the instruments.

On Blindness

I don't like to be called a clown or any other kind of circus act. The time I've spent getting this music together is serious. I've been in the snow getting it together. And I'm still putting in the time. All the years dealing with reeds and getting the right kind of textures, and developing a good, big sound. After all that time and work, to be dismissed as a clown or a blind man, that's a drag. I'm a man first. So-called blindness is secondary. I've accomplished something that most musicians won't

accomplish in their entire life. The art of breathing as I do has been regarded as a trick, but the ability to move the notes like that is a real accomplishment. I don't believe that when I pick up an instrument, I'm blind to anyone. There are still musicians who vibrate like this, "oh he's blind." And they feel superior because they can see. When we pick up the instrument we're all in it together. I feel the accomplishments I've made with what the Creator has given me, allows me to see more than a whole lot of trumpet players, saxophone players and piano players will ever be able to see until they start relating my contribution on the saxophone. It's as simple as that.

On John Coltrane

One thing that has never been written about is the closeness of John Coltrane and myself. We were very close. This was dismissed for what reason I don't know. We used to get together and talk about mouthpieces, and reeds and music. One night we were down in the Village listening to Freddie Hubbard and Max Roach, and John talked abut how he felt up against the wall in his music because a lot of musicians had told him that what he was doing wasn't hip enough.

On Communication

The Creator has given me many blessings and one beautiful gift he's given me is the ability to communicate with people. My thing is to communicate, not to Tom, not to Mr. Show Biz, but to communicate, and the thing that drags me is when a critic tries to give this natural communication another connotation. Talking is one of the ways I relate to people. Music: is another. And they do go together. For me anyway. Am I supposed to be in a straight jacket? I'm a complete human being. I like to talk; I like to play; I like to do everything.

Brass Band, which was recorded in New Orleans, and "You Did It, You Did It," which was recorded at The It Club in Los Angeles, all of the music on this album was drawn from performances during the mid-70s at the Keystone Korner.

This record contains a small sampling of the vast array of instruments Rahsaan Roland Kirk played. His staples - the tenor, flute, manzello and stritch - are represented here. The nose flute and trumpet with a saxophone mouthpiece, add a bit of exotica, but the fact that there is so much of his clarinet playing on the record is the rarest of events. He recorded very few times on clarinet.

As for the musicians who accompany him on this record, many of the tapes we listened to did not have personnel listed. But I think the rhythm section consists of Hilton Ruiz on piano, (except Ron Burton plays piano on You Did It, You Did It"), Henry "Metathius" Pearson on bass, and either Sonny Brown, Robert Shy or John Goldsmith on drums. Joe "Haboa" Texidor is the percussionist and from time to time, Todd Barkan plays percussion. Steve Turre plays trombone on "A Visit From the Blues" and Kenny Rogers plays baritone sax on "Slow Blues" and "Night Train."

Night Records is about live music. We think it's the height of the art. A number of amateur recordists have made their tape collections available to us. This music, never intended for commercial release, is a living history of what happened over the last thirty or forty years in clubs, at concerts and festivals, and on the air. Our goal is to put you in the audience and help you feel the magic of a music, time, and place that's never coming back. If at times the technical quality of the recordings is not absolutely perfect we feel this is more than compensated for by the uniqueness, excitement and spirit of the performances.

Songwriter Doc Pomus on live music

The musician making a record in the cold sterile atmosphere of the studio has to pump himself to envision and then reach out and move a vast unseen audience. The same player in the easy informality of the nightclub automatically uses the smoke and noise and excitement and even the boredom to capture the instant. His reaction and attitude is always reflected in his playing. All the ingredients, including the distractions, become added energies and nuances. And he plays for the party at the first table, the couple at the far end of the room and everybody everywhere. If you listen real carefully, you'll not only hear his music, you'll see much of his life.

	The KLEZMATICS
	Shvaygn=Toyt
	1988
	51:41
	jazz - folk
label: [pi’ra:nha]

Frank London (см. F. LONDON; тж. с HASIDIK NEW WAVE [‘Asia I’]) [tp]; Kurt Bjorling [cl]; David Licht [d]; Paul Morrissett [b]; Lorin Sklamberg [p, accordion, k, v]; Alicia Svigals [violin]; featuring LES MISERABLES BRASS BAND: Frank London [leader, tp]; Matt Darriau (см.) [s]; David Harris [trb]; Vinny Nobile [trb]; Marcus Rojas [tuba]; Marshall Sealy [fr h]; Jeanne Snodgrass [tp]; Charlie Berg [perc]; Takaaki Masuko [perc].

NOTES ON A MANIC TRADTION

A Midwestern woman once told me about her first day in New York. She saw a Hasid walking down the street, and not knowing of his faith, she said: "Look at those weird clothes and weird hair. Must be one of those New York crazies."
A minute later, on a different street corner, she saw a figure in the same weird clothes, with the same weird hair. She said: "I just saw the same person on the streets of New York — twice. That's not supposed to happen."
Then the woman walked into Penn Station and saw thousands of this 'same person.' A Hasidic convention was underway upstairs in the Garden. And she made for the postcard rack. For the uninitiated, this album may work the same way. At times it sounds like some iconoclastic group with weird clothes and weird hair, but it can shift just as easily into a super-saccharine waltz devoid of all self-consciousness. Yet the same feeling persists throughout. And you say: "That's not supposed to happen." Then, somewhere in the middle of Side One, you realize that you're not listening to another eclectic band with shoplifted beats. You're stepped in another culture. Not a culture from from some far-flung continent, but from here. From next door. This is Jewish music.

Most American music — and this music is made by Americans — still carries the echo of the train, however distant. Klezmer carries it, too, but for the few, the train means something very different. This is why those who hear traces of bluegrass in a bulgar miss a basic point. The Gentile American (which includes the African-American) still relates locomotion to freedom. Meanwhile, the few sits by, remembering.

The Klezmatics, along with Les Miserables Brass Band, performed these tracks at the Heimatklange Festival in Berlin in the summer of 1988. The term Heimatklange was here revived with conscious irony: the Nazis promoted the word as a mystification of homeland sentiment, but it also translates as the "people's noise." In this setting, the Klezmatics played songs with common roots in both Yiddish and Bavarian German, and so confused the issues of assimilation and appropriation beyond recognition. Happily so. In making this record, these musicians in effect rode the German rails again, this time trumpeting Jericho. And that alone is worth writing home about. — Allolo Trehorn
1. Ershter Vals / First Waltz

(from Chaim Towber Banner) A familiar Russian tune known in the US as Expectation, Yiddishized by Towber's sentimental words. Here the Klezmatics truly evoke "Schmalz and Schnulze in the world of Schunkel".

“My first great joy —the crystal-light of the room. Your first long dress you put on for the first ball. A beautiful night that I will never forget. I remember now how the chandelier lit up the room. My first dance with you...you chose me for the first dance, the first waltz of the ball.

2. A Glezele Vayn / A glass of wine

(from Abe Schwartz Orchestra) A traditional khosidi, (a slow hasidic-inspired dance, whether a tribute to or a parody of hasidic music not clear) transported into the latter part of the twentieth century by trombonist Dave Harris' arrangement.

3. Tantst Yidelekh / Dance, Little Jews!

(from Abe Ellstein's Orchestra) First section reminiscent of a traditional Romanian/Jewish hora,

which limps along in a lopsided 3/8 time. Followed by a snappy bulgar in a distinctly American style.

4. Russian Shers

(from Abe Schwartz Orchestra and Al Glaser's Bukovina Kapelye including Dave Tarras)

A medley including one of the most well-known tunes in the Jewish repertoire. Performing the intricate dance firgures of a traditional sher can take a good half hour, and could therefore be used by klezmorin to push a wedding into overtime. As we were not paid by the hour, we play a more modest version here.

5. Bilvovi (In my heart)

This arrangement was originally performed at the Moers Jazz Festival. Frank London's interpretation of this Israeli song is in the style of Charlie Haden's Liberation Music Orchestra, and features London, Matt Darriau and Marcus Rojas.

6. Dzhankoye

(from Ben-Zion Wittler) Jewish farmers unite! "We spit in the faces of our enemies who say that all we can do is barter and eat oily soup. And we have our own train station to boot!" A song from the Crimea during the short period in the 1920's when the Soviet Socialist revolution allowed Jews to own land for the first time. This favorite sing-along features vocals by Lorin Sklamberg and the sizzling fingerwork of Alicia Svigals.

“Az men fort keyn Sevastopol,

Iz nit vayt fun Simferopol,

Dortn iz a stantsye faran.

Ver darf zukhn naye glikn?

S'iz a stantsye an antikl

In Dzhankoye, Dzhan, Dzhan, Dzhan! [...]”

When you go to Sevastopol, not too far from Simferopol, there's a railroad depot. Why look elsewhere for happiness? There's a honey of a station in Dzhankoye! Jews, answer my question: where is Abrasha? He drives that tractor like a train! Auntie Leah's at the reaper, and Bella's at the thresher. Who says Jews can only be traders who eat greasy soup with mandlen and can't be workers? Only our enemies would say that—Jews, spit in their faces!

7. Ale Brider / We’re all brothers

Our closing encore number for Heimatklange. Poem by Winchevsky (1890) – turned - folksong popular at Jewish Socialist celebrations. Original poem included the lines: "We are all brothers...Religious and leftists united, like bride and groom, like kugl and kashe..." In true Klezmatics tradition, we also sing "We're all sisters, like Rachel, Ruth and Esther," and "We're all gay, like Jonathan and King David." Imagine being joined by thousands of Berliners in the refrain: "Oy, oy, oy!"

“Un mir zaynen ale brider 

Un mir zingen freylekhe lider. 

Un mir haltn zikh in eynem 

Azelkhes iz nito bay keynem

Un mir zaynen ale eynik 

Tsi mir zaynen fil tsi veynik. 

Un mir libn zikh dokh ale 

Vi a khosn mit a kale.

Un mir zaynen ale shvester 

Azoy vi Rokhl, Rus un Ester. 

Un mir zaynen ale freylekh 

Vi Yoynoson un Dovid hameylekh.

We are all brothers and sing happy songs. We stick together like nobody else, whether we're few or many. We love each other like groom and bride.

8. Czernowitzer Bulgar

(from Broder Kapelye) This bulgar is a quintessentially lively Jewish circle dance, featuring the double-drumming of Dave Licht and Charlie Berg.

9. Mazl Tov, Zelda-Zeydns Tants / Congratulations, Zeida Grandfather's Dance

(from Dave Tarras and his Orchestra) Post-WWII confections by the renowned clarinetist Dave Tarras. Opens with a slinky melody reminiscent of Miserlou, which is reminiscent of the Cretan syrto and is a staple of the American folk-dance circuit. We made up the neat-o transition.

10. Schneider-Zwiefacher

(from Gesangsgruppe Eberwein) Zwiefachers are Bavarian couple dances popular with folk dance groups in the US. We used this as another encore at Heimatklange played by both bands and features the dancing and quartet singing talents of Svigal and Sklamberg. We learned this just for fun and never dreamed that it would go over so well with the Berlin audience, who supposedly hate Bavarian music, let alone played by the Jews! The song is about sining tailors and cows eating grass. First prize to anyone who can tell us the meaning of nodin and odin.

11. Rebns Khasene-Khasene Tants / Rabbi’s Wedding-Wedding Dance

(from Abe Ellstein's Orchestra) Generically-titled dance tunes for mass-market consumption. The wedding was the focus of social life for Jews in Eastern Europe, and dancing was de rigeur at a "khasene". Thus the titles: Wedding Dance, Wedding in Bessarabia etc. The slow introduction was heard in the film "Yidl Mitn Fidl" mimed on the violin by Molly Picon.

12. Di Zun Vet Aruntergeyn / The sun will set

Poem first published 1919 as part of collection "In New York." Set to music by Ben Yomen and published as song in collection "Lider Far Shut un Heym, "1946.

The sun will set behind the hill. Love will come quietly to sadness that sits on a golden stone and weeps for itself alone. The golden peacock comes flying to take us along to the place we year for. The night will come and sing lyu-lyu over the eyes that close to sleep in eternal rest.

BEATS:

Bulgar: circle dance in quick 2/4, with underlying syncopated beat similar to the latin clave.

Freylekhs: lit. happy, currently used as a generic term for a fast tune in 2/4, such as "Hava Nagila".

Khosidl: slow 2/4 dance rhythm, reminiscent of hasidic motifs.

Hora: traditionally a Romanian/Jewish slow line dance in 3/8 or 5/8 or somewhere in between. However, more recently, hora can also mean a fast freylekhs or bulgar ala Hava Nagila, or, in the orthodox communtiy, a dance rhythm based on the Turkish tshiftetelli.

Waltz: not a polka.

Zwiefacher: a Bavarian couple dance featuring alternating measures of 2/4 and 3/4.

Sher: couple dance in a moderate 2/4 rhythm, the Jewish cousin of the American square dance.

	The KLEZMATICS
	Rhythm + Jews
	1991
	66:46
	label: [pi’ra:nha]

David Krakauer (см.) [clarinet, bass clarinet]; David Licht [d]; Frank London (см.) [tp, cornet, k, voc]; Paul Morrissett [b, voc]; Lorin Sklamberg [lead voc, accordion, k]; Alicia Svigals [violin, voc].

The trumpet maestro Frank London is a member of the Klezmatics, Les Miserables Brass Band, and Khassidic New Wave, and has performed with John Zorn, Lester Bowie, David Byrne, Itzhak Perlman, and LL Cool J. He composes for film, theatre and dance, was musical director for Robert Wilson’s ‘The Knee Plays’, and has collaborated with Palestinian violinist Simon Shaheen (см.).
David Krakauer is known for his breathtaking innovative clarinet style both as a performer and a composer and moves freely between jazz avantgarde and New Music. He leads his own Krakauer Trio, and has performed with Kronos Quartet, Anthony Coleman Ensemble and Itzhak Perlman.

FROM THE MEMOIRS OF YlSROEL (Israel) WEX, YESHIVA BEATNIK

I bopped my shokl on the off-beat by Purim of my junior year, intoned my Torah with the fifths all flatted every Monday, Thursday and oo-bop-a-Shabbes. Nine times through On the Road, and I still didn't get it — if getting drunk and driving too fast was the wave of the future, then the Yiddish papers were hip, as hep to the shlep as they come — but I wasn't going to argue with success. Beth Jacob girls wanted to beat my bongos, and compared to a plain old yarmulke, my new black beret was the bendin', solid-sendin', the all-offendin' — you know where I'm comin' from — END. I swung with my undergarment-fringes, flipped my sidelocks — those Little Bo-peyes — into beat generation sideburns while scatting my daily Talmud to A Night in Tunisia. I was driving the rabbis insane. "Beatster!" The ruler almost broke my fingers. "Hipnik!" My cheek was half-way out the door. "You're telling lies to the English teachers again? Don't tell me no; I heard all about it. I had to tell them that you're still called Israel in English, that in no language known to man does Yisroel really mean" — he reached in his pocket for a piece of paper — "Bobby isn't good enough?" He tore the paper into little pieces. "You had to tell them your name means" — whack, zets, boom — "You had to tell them your name means Jelly Roll?"

Rhythm + Jews — the sound of one hand clapping — on someone elses tukhes? Not, thank God, anymore.

Michael Israel Wex

[N.B. Nothing not as good as Rhythm + Jews could ever have pressured me into revealing my full, real name. MIW.]

rhythm + jews

I confess: I have no faith.

Frume counters: Here's a case in point. The old question (philosophical? scientific? religious?): If a tree falls in the forest & there's no one to hear it fall, does it make any sound? Like today: Everything's gone, nothing but empty fields. Ah, yes — the occasional historical marker. Cold winds/winter. Cool winds/summer. Silent. Unobstructed. (Remember how afterwards people said: "I didn't hear a thing. How could I have known? I wasn't in the forest & the trees didn't make a sound.")

Frume taps her foot (tap-tap). At the bleakest moment she's ready to dance with fervor. She continues:

Note: Things disappear & then  emerge again. Like R + J. Who/what's to account for it? Airwaves? Faith?

Reluctantly I take note. I am drawn to magic, to muse & marvel over memory genes & DNA, the collective unconscious.

But Frume persists (she's rooted & knows the surrounding terrain): Once there was that place (you understand the meaning of that place). Now it's different. . . even the aleph-beyz. But (& here she doesn't even miss a beat) have some faith. [...]

I complain: It's too different, difficult & depressing when you don't have faith. Frume comforts: Believe me. ifs the same for the believers. Who heard the trees fall — is one thing. That the forests are gone — is another. Der  emes: the truth: the pripetshik & the aleph-beyz no longer suffice for any of us.

So she winds it up: Just keep an eye on things. Start worrying if one morning the homeless woman stationed in your doorway is gone & you realize you slept peacefully thru the night. Start worrying if — because of a new municipal ordinance — the tree outside that window is cut down while you're at work. Worry most if the violin & bow are missing.

I plead: I'm so down — you want to scrape me up?

As always — Frume lightens up & taps her foot (tap-tap) ready to dance with fervor: Zooorg zikh nit! Why are you so worried?

She hums. The #31A bus lumbers by. A Tender Vittles truck double parks. The NYFD & NYPD & a private ambulance scream their way thru traffic as the #2 Express rages beneath Broadway. But Frume's focused: Farshteyst shoyn di mayse? You get my drift? (tap-tap) Things miraculously emerge: transformed. Different rhythm. Different Jews. 

Zeltene muzik.

Irena Klepfisz, June 1991

	The KLEZMATICS
	Jews With Horns
	1994
	60:18
	label: [pi’ra:nha] 
with Mark Ribot (см. в ‘Alternative’ section)

David Krakauer [clarinet, bass clarinet, voc]; David Licht [d]; Frank London [tp, cornet, alto horn, piano, organ, voc]; Paul Morrissett [b, voc]; Lorin Sklamberg [lead voc, accordion, piano]; Alicia Svigals [violin, voc].

“Klezmatics are Classical and Pop avant Guard, exquisite professional musicians capable of quick study, sprightly brilliant tuneful funny outrageous and sweet.” — Allen Ginsberg.

 Aleph, beis, gimel... each letter of the Hebrew alphabet also has a numerical value, which means that any Hebrew word can also be read as a number. According to the rules of rabbinic interpretation, words of a given numerical value can be replaced by words or phrases of the same value. This sort of interpretation is called gematria, the Hebrew numerology at once Talmudic, Kabbalistic and Klezmatic. Why do these Jews with horns? Because the Hebrew for ‘horns’ (karnayim) can be replaced by the Hebrew for ‘soul’ (haneshamah) — they both add up to four hundred — and the equivalence would be immediately obvious to anybody who knows: Jews with horns have soul.

	The KLEZMATICS
	Maurice El Medioni with The Klezmatics: 

 «Cafe Oran»
	1996
	64:53
	label: [pi’ra:nha]

Maurice El Medioni [p]; Frank London [tp]; David Krakauer [cl, bass cl]; Sabah Habas Mustapha [b]; Mahmoud Fadl [perc]; Marco Maimaran [d, perc]; Michel Rebibo [v].

It was in the Cafe Oran that the thousand and one pages of Western Algeria's musical history were filled one by one.   Picture the young Jewish piano-player Maurice El Medioni at the keys, making the clientele swing and captivating them with a musical blend of diverse ingredients... Andalusian music, Cuban rumba, rai and boogie-woogie. What better person exists than Maurice himself to tell us about this crucial period in the story of Oranian music?

"I've never taken a single music lesson in my life! ... When I was 9 years old, in 1937, on returning home from school one day I found an instrument with a sound closer to that of a tin pan than of a piano. My brother had brought it home from the local flea market. I began to have a tinkle and I became hooked. After only eight days I was playing with both hands and knocking out songs by Charles Trenet and Tino Rossi who were pretty well representative of the pop music of the day.

When the Americans landed in 1942 I was fourteen. Thanks to my streetwise savvy I quickly got used to doing business with them. I procured alcohol, watches and pens for them. I also began frequenting American bars and learned how to play the songs that the sailors and soldiers requested. I found boogie woogie especially fascinating. At the time I didn't know a note of Arabic music. Like all people from my age group I preferred other musical styles and it was only after the war that I discovered the music of my homeland.

I was in the tailoring business and every lunchtime I would go to the cafe. There happenned to be a piano on the premises and my friends, who had nicknamed me 'Boogie', used to ask me to play for them. One day four North Africans sang me a few of their tunes and I had no difficulty in accompanying them. We started a rai group and in an instant the cafe where we rehearsed was swamped with people. We even began to get paid! As I was obsessed by Cuban music at the time I mixed certain elements from that repertoire with our music. That mixture of Cuban and Arabic went down very well with tour promoters. I played all over the place: at the Opera in Oran, at the Opera in Algiers and on TV. That's how my career progressed until the day I had to leave Algeria.

In France I carried on accompanying the big names like Lili Labassi or Line Monty. That period at the end of the fifties, before the tradition of family fetes and celebrations had disappeared, was 'la belle epoque'. I reckon that, at the time. I played a kind of bridging role owing to the fact that I possessed a very jazzy left hand and could handle modern rhythms. I helped to introduce Arabic music to young people who no longer understood the lyrics."

Maurice El Medioni's music was born way back during the seven centuries of Arabic occupation in Andalusia and, on the return of the Andalusian Arabs and Jews to North Africa, continued to evolve little by little, absorbing many other influences. [...] 

Any attempt to conjure up the multifaceted musical life of Oran through the decades in a few words would be vain indeed: 'official' music and street music, country airs and foreign tunes, sacred verses and profane song, drinking songs and sentimental ditties, a verse from here and a tune from there.

Words alone cannot call up the tastes and flavours of those days, but music certainly can. In this record the master PianOrientalist gathered around him some good old friends to evoke the sound and atmosphere of "Cafe Oran": a harmonious soundscape of cafes, cabarets, casinos and celebrations.                                                                                     Under the swift fingers of Maurice El Medioni, the piano -- European in tuning and harmonic possibilities. Oriental in modal development, ornamentation and melody spinning -- conjures intricate, bounding lines, to match an unique Allstar line-up, who met in Berlin for the Cafe Oran sessions courtesy of the Jewish Cultural Days.

	The KLEZMATICS
	Possessed
	1997
	53:23
	label: [pi’ra:nha] Rec.

 Paul Morrissett [bass, tsimbl, fujara, nyenyere]; Frank London [tp, alto horn, groggers, perc, accordion]; Matt Darriau [clarinet, bass clarinet, alto sax, kaval, flutes, groggers]; Alicia Svigals [violin]; Lorin Sklamberg [lead voc, accordion, piano]; David Licht [d, perc].

   With “Possessed”, the first of their four albums to consist primarily of original compositions, the Klezmatics have knocked down the walls that are supposed to separate Klezmer from Jazz, Ska, and New music. And while some of the lyrics are traditional, the rest are by Pulitzer Prize-winning playwright, Tony Kushner (Undoing World), and Yiddish underground legend, Michael Wex (Mizmor Shir le-Hanef, the first Yiddish-language reefer song)... And who says Yiddish is dead? There are vocals in English and Hebrew, as well as Yiddish, and the Klezmatics music for Tony Kushner’s ‘Dybbuk’ is presented here for the first time on CD. With “Possessed” the Klezmatics’ commitment to using contemporary musical genres and arrangements to make East-European Jewish culture accessible to a general audience reaches a new peak.

  “Dear Klezmatics, I find myself unable to write your liner notes. Your music moves me like no other, it makes my genes and molecules writhe and dance even though I am, as always in my ashamed embarrassed body, inert. When I first heard your ‘Shnirele perele’ on “Rhythm & Jews”, no kidding, it changed my life, oy so gorgeous, so sexy, so full of August Mystery, I decided to reinvent the kind of Jew I am upon hearing it but I haven’t got around to doing that yet, I’ve been too busy and so am unworthy to write the liner notes for your wonderful new album. [...] Are we not possessed, and is your CD’s title not apt, by the multitudes we contain, not only multitudes of observant and unobservant brave martyred ancestors, not only of the hosts of spirits and demons who parade through our dreams and nightmares, but of all the cultures through which we have wandered, which we helped to shape, in which we are at home and never at home? Hebrew- and Yiddish-illiterate, I barely know how to pray; riddled with ambivalence, child of Marx, Freud, Mahler, Benjamin, Kafka, Goldman, Luxemborg, Trotsky, An-sky, Schoenberg, mongrel product of Judaism’s and Jewish exteriority, of its ghetto-hungry curiosity, of its assimilationist genius, I now approach Judaism as Jews once approached the splendid strangeness of the Goyishe Velt: I am shall we say deeply confused, but not complacent. And this I think of course is profoundly Jewish. So perhaps I can write your liner notes after all. Of music, son of a clarinetist and a bassoonist though I be, I know nothing. [...] Hey, for the next album let’s do a klezmer version of Mime the Dwarf’s lament in Act One of ‘Siegfried’, the one in 3/4 time, “Das ist nun der Liebe schlimmer Lohn!” “That’s all the thanks I get!” Translate the German into Yiddish! Get Daniel Goldhagen to do the liner notes. Already I can hear Wagner spinning in his grave.” 

— Tony Kushner.

	The KLEZMATICS
	The Well
	1998
	53:25
	label: Green Linnet Records – Xenophile (USA)

Next-wave Jewish-American roots band The Klezmatics joins renowned Israeli diva Chava Alberstein to create “The Well”, a cycle of new song settings of verse by some of the 20th century’s greatest Yiddish poets.

	The KLEZMATICS
	Rise Up! (Shteyt Oyf!)
	2002
	67:50
	label: Rounder Records

THE KLEZMATICS: 

LORIN SKLAMBERG lead vocals accordion, high-strung guitar, piano
FRANK LONDON trumpet, flugelhorn, cornet, alto horn, piano, organ, keyboards, percussion, vocals
MATT DARRIAU alto sax, clarinet, bass clarinet, kaval, percussion, vocals
LISA GUTKIN violin, baritone violin, vocals
PAUL MORRISSETT electric and acoustic basses, tsimbl, piano, violin, hardanger fiddle, hurdy-gurdy, alto and baritone horns, vocals
DAVID LICHT drums, percussion, vocals

	KLEZMER CONSERVATORY  BAND
	Yiddishe Renaissance
	1981
	40:35
	label: Vanguard

THE KLEZMER CONSERVATORY BAND: H. NETSKY Director / DON BYRON clarinet / JUDY BRESSLER vocal / HANKUS NETSKY piano* and alto saxophone / MIRIAM RABSON violin / GRETA BUCK violin / MARVIN WEINBERGER violin /ABBY RABINOVITZ piccolo and flute / INGRID MONSON cornet / FRANK LONDON comet and mellophone / MERRYL GOLDBERG baritone saxophone / DAVID HARRIS trombones / BARRY SHAPIRO piano and accordion / JAMES "SIM" GUTTMANN bass / CHARLIE BERG drums

Open the door to your attic — look behind the old overstuffed chairs with the Chippendale legs, the Art Deco lamps, the souvenirs from the 1939 New York World's Fair (which is the perisphere, and which is the trilon, anyway?). Move the boxes stuffed with old corsets and wide lapelled pin stripe suits. Find the box that has the wind up gramophone with the big listening horn and remove it from the box. Underneath should be a stack of old 78 rpm records. Sort through the Toscanini and the NBC Symphony records, the Mischa Elman solos, and the Benny Goodman tunes In that stack there will be selections by such groups as the Yiddish American Orchestra, Kandel's Orchestra, and the Abe Schwartz Orchestra Probably, these records went unnoticed before.

Those unheard of groups were some of the best known bands of the immigrant Jewish music known as klezmer music. Klezmer music was the popular dance music for the Yiddish speaking populations in the large Jewish centers of Philadelphia, Boston, Chicago, and especially New York. Klezmer blended the folk and dance music of Eastern Europe with the syncopations and instrumentations of Amencan jazz However, by the late 1940s klezmer music was buried in the attics of the immigrants' sons and daughters who wished to appear more "Amencan" than their "greenhorn" parents.

Until now. In the late 70s the grandchildren of those immigrants started to take an interest in this strange music that simultaneously sounded both so Jewish and so swinging. Their interest has since sparked a grand rebirth of that immigrant music, with klezmer bands appearing throughout the US, made up of grandchildren of the original klezmorim, as well as other musicians who are simply drawn to the music.

In Boston, in 1980, Hankus Netsky, the descendant of several 1930's klezmorim, gathered 13 other musicians from the area, both Jewish and non Jewish, to create the exciting big band sound that you hear on this record: the KLEZMER CONSERVATORY BAND. With this record, the KCB presents its contribution to this new Yiddish Renaissance.

The first song, Lebedik un Freytekh, has become our theme song It's from Gilrod and Sandler's Yiddish theater hit "Volodke in Odes" (Vlade in Odessa). Our rendition is based on a 1927 recording by the Abe Schwartz Orchestra.

Papirosn/Freylekhe Yidetekh is actually two Yiddish songs derived from the same Russian folk tune. Papirosn features lyrics by Herman Yablokoff, a popular Yiddish theater actor who often portrayed a character called "Der Payats" (The Clown). Set in the Depression era, Papirosn tells the tragic story of an orphan boy trying to sell cigarettes and matches in the freezing rain. Freylekhe Yidetekh, credited on the original 78 to H. Ellstein, is a lively tune onginally recorded by Dave Tarras with the Abe Ellstein Orchestra (Dave Tarras is one of the great American Klezmer clarinetists, who still occasionally plays in the New York area). Papirosn features our vocalist Judy Bressler, who comes from a Yiddish theater family that includes such luminaries as Lucy Gehrman and Menashe Skulnick. Our clarinetist Don Byron and violinist Miriam Rabson have the solo spots in Freylekhe Yidetekh.

The next track, Rumenishe Fantazie is taken from a set of four "Rumenishe Fantazies" recorded by the great klezmer violinist Josef Solinski in Warsaw in the 1920s. The piece uses an interesting alternation of two traditional Jewish modes. Playing here are Greta Buck on violin, using open tuning, and Hankus Netsky, on piano, playing an approximation of the original tzibalom part (A tzibalom is the Eastern European equivalent of the hammered dulcimer).
Beym Rebn in Palestine is a Rumanian hora followed by a bulgar, as originally recorded in the 1930s by Di Broder Kapelye (the Band from Brody). The authorship is attributed to its clarinetist, Itzikel Kramtweiss, a colorful figure who graced Philadelphia's Jewish music scene in the '20s and 30s. We think this is one of Kramtweiss's only known recordings, possibly since he had a reputation for not paying his musicians after a gig.

The first side closes with a klezmer bow to the swing idiom of the 1940s. Der Nayer Sher is a 1940 Yiddish pop tune by the Julliard-trained pianist and composer Abe Ellstein (1907 1963) It's rumored that this number was composed in a car between concerts. Our rendition is based on a recording session featunng Seymour Rechzeit, Dave Tarras, and the Bagelman (later the Barry) Sisters. Any similarities between the Bagelman sisters, and another group of popular American singing sisters of the '30s and '40s is probably not happenstance.

The second side opens with an excursion into the littte known realm of Jewish ragtime music, Yiddish Blues. This klezmer novelty was first recorded in the 1920s by Lieutenant Joseph Frankel's Orchestra. Dave Harris pays tribute to Kid Ory here on trombone.

A Rumenisher Doyne is an improvised lament with its roots in Rumanian folk and Jewish cantonal music. Our version, featuring Don Byron, is modeled after a doyne recorded by Dave Tarras with the Abe Schwartz Orchestra in the late 1920s.
The third track is a popular classic Yiddish lullabye, Rozhinkes Mil Mandlen. This tune was composed by Abraham Goldfaden (1840-1908), considered to be the founding father of Yiddish theater. Rozhinkes was originally included in a Yiddish operetta, "Shulamis", in 1880, making it the oldest song in our repertoire Marvin Weinberger plays the opening violin obligato.

Next comes Der Heyser Bulgar, from the repertoire of The Yiddish American Jazz Band, led by violinist-composer Joseph Cherniavsky Brandwein, a master klezmer clarinetist so technically facile he reputedly stood with his back to the audience to hide his fingerings from potential rivals.

Next is a song about the "Jerusalem of Lithuania", Vilna. The words are by L. Wolfson and the music by A. Olshanetsky. Vilna was one of the brightest cultural centers in the Jewish Pale in Eastern Europe. Vilna's Jewish ghetto was destroyed and the majority of its population liquidated by the Nazis in the summer of 1941, in spite of desperate armed resistance.

The final song on the album is our most requested number. Rumenye, Rumenye is perhaps the most popular of all Yiddish theater hits.

	Guy  KLUCEVSEK
	Scenes From A Mirage
	1987
	38:27
	Guy Klucevsek (kloo-sev'-ick) – см. тж. с: Anthony Coleman; Dave Douglas; Laurie  ANDERSON; David GARLAND; ANGELICA;
label: No Man’s Land 1987 / Review Records 1992

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

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

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

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

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

-- JOHN SCHAEFER, author/radio producer, "New Sounds"

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

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

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

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

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

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

GUY KLUCEVSEK

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

1. Dining In The Rough In The Buff

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

2. Mounted On The Fairground's Magic Horses

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

3. Awakening

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

4. And Then There Were None

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

5. Old Woman Who Dances With The Sea

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

6. The Flying Pipe Organ (for four accordions)

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

7. Scenes From A Mirage

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

• Notes on the tunes by Guy Klucevsek

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

	Guy  KLUCEVSEK
	Stolen Memories
	1996
	42:37
	label: Tzadik

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

Produced by Guy Klucevsek & John Zorn.

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

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

donut ask, donut tell

Hangin' out at Country Donut.

Drinkin' coffee, smokin' a butt.

Watchin' all the barges float by

With garbage piled sky-high.

Fresh Kill will open its arms.

I guess that swill has its charms,

Just like this jelly donut.

Cup is empty, still I don't move.

Doin’ nothin’s kind of a groove.

Coast Guard cutters headin' upstream.

An oil spill it would seem.

The water’s covered with slime.

Fill up my cup one more time.

My donut's starting to ooze.

(lyrics by Guy Klucevsek)

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

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

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

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

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

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

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

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

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

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

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

	Guy  KLUCEVSEK
	Guy KLUCEVSEK & Alan BERN:

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

Life, Liberty And The Prociutto Happiness

Angel Blue

Information, Please

Social Securities

Birthdays

The Gunks

Bar Talk

Starting Over

Mr. Glime-Glide

Psichotria Nervosa

The Girl With The Rose Hips

Dacaffinata

Astor Place

Scartti Fever

Hegel's Fantasy

Dueling Dovidls

Happy

	KOBAT – см. в 'Alternative'
	
	
	
	

	Hans “Hausi”  KOCH
	Hans KOCH,

Martin  SCHÜTZ,                Marco  KAPPELI:
“Acceleration”
	1988
	43:50
	Hans Koch и Martin Schutz cм.тж.: X-Communication; Michel Wintsch

Hans Koch и Marco Kappeli cм.тж.: CREATIVE WORKS ORCHESTRA

free jazz

label: ECM

Hans Koch [cl, bcl, ts, ss], Martin Schutz [b, cello], Marco Kappeli [d]. 

Энергичный и "калейдоскопический" вариант фри-джаза, несколько не типичный для изданий фирмы ECM.

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

e-mail: schuetzdoshi-music@bluewin.ch 
Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	(Hans “Hausi”  KOCH)
	X-COMMUNICATION:
“Mass - X-Communication”
	1991
	71:51
	label: FMP

J.A. "Dino" Deane [tb, electronics], Shelley Hirsch (см. тж. в 'Alternative') [vocs], Jason Hwang [vln], Hans "Hausi" Koch [reeds], Paul "Paule" Lovens [d, perc], Lawrence D. "Butch" Morris (см.) [cornet], Hans Reichel (см.) [g, daxophone, cello], Martin Schutz (см.) [cello].

Mass-X-Communication - part 1: "two of many" [42'59"]; part 2: "more of many" [26'52"].

A loose shutter squeaking in the wind, a cat mewling the lovesick blues, the lid dropping off a garbage can. 

In 1987, when L. “Butch” Morris met M. Schutz and H. Koch in New York, all parties could look back on many years of experience with different forms of group improvisation —  a condition that boded well for a joint project. Morris, happily, is not the kind of jazzman who jealously guards the territory. As he says, “The geographic exchange of musics... has enriched this community and keeps it steadfast in its mission to express the moment.”  ... Voice, saxophone and trombone gradually materialize in hard outline and clamour for attention. A long-sustained guitar drone wedges itself beneath them, and cranks the ebullient company up a notch or two to — where?... Saxophone and voice toss minimalistic, staccato-accentuated phrases back and forth, then hold their breath as a haunted cornet line rises in an “Ascenseur pour l’Echafaut” mood, moving even the hard-boiled trombone to grunts of approval...    X-Communication in its 1990 incarnation seems to have reached a degree of mutual understanding that allows each musician more room to move. That’s to say, few sacrificies need be made to any streamlined collective identity. The group is strong enough to support almost all aspects of the players’ creativity.   Shelley Hirsch’s near-acrobatic vocal abilities enable her to react instantly to any ideas or atmospheric suggestions her surroundings have to offer, and to take on, chameleon-like, virtually every imaginable tone colour. She possesses the sensitivity and style, moreover, to move with equal fluency as verbal communicator. The combination of “instant composition” and “instant poetry” (in English or in spontaneously invented mock-languages), the occasional country and western song, and her strong stage presence make her the group’s natural focal point, a spell-binding performer.  ... a little jazzy interlude, then cut to an oriental scene, a geisha’s dream over sparse guitar-as-ersatz-koto... impatient even in repose, the dreaming geisha floats off among turbulent, bubbling clouds...Bom de bom bom. De bombom. Hans Reichel, temporarity posessed by the spirit of Bo Diddley, brings down the house. Lovens rocks out, sort of. Saxophone and voice zig zag madly through the falling masonry...Gradually, the energy-level subsides. A whirlwind tour of mutant-ethno border discotheques, a last raucous reed eruption, and then a winding-down, to the acconpaniment of a slightly-sweked lullaby. It’s a breathing space. It won’t last long... Time to move. Into: an atomized latin groove anchored by sustained cornet and voice, a folk song, blues reminiscences, Hendrixian guitar, yodels, a jungle’s worth of fauna, sci-fi weirdnesses... the sound of surprise, anyone?

Martin Schütz – см. тж. с: Hans KOCH; Michel WINTSCH;

e-mail: schuetzdoshi-music@bluewin.ch 

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	KOČANI  ORKESTAR
	L’Orient Est Rouge
	1997
	67:17
	label: Crammworld (Crammed Discs)

  The music of this explosive Oriental Gypsy Brass Band from Macedonia is a punchy mixture of powerful brass band sounds, wild Bulgarian / Romanian / Serbian / Turkish  rhythms (including characteristic asymetrical time signatures such as 7/8, 9/8, 11/8 etc., which are sometimes called ‘Aksak’ in traditional Turkish music), and inspired, exciting Eastern-style solos which are at the same time very skilful, inspired and wild. Headed by arranger / band-leader Naat Veliov, the Kocani Orkestar’s line up features two trumpets, three tubas (bariton and bass), saxophone, clarinet, zurla (traditional oboe), accordion and percussion (tapan, darabuka).

  Этот оркестр замечателен тем, что он живой до фривольности и весёлый до яростности. Здесь, наконец, мы услышим настоящий народный джаз – если понимать это слово в широком (и глубоком) смысле. Не часто это выражается в столь яркой форме.

	
	Alone At My Wedding
	2002
	58:08
	The mighty Macedonian brass band enrich their instrumentation by adding vocals, clarinet, banjo etc. on these recordings devoted to Gypsy wedding music. Their popular trademark thundering style is present as ever, with its powerful rhythm section (drummer + four tubas) which rocks like a mutant Balkan funk band and gets the entire audience up on their feet & dancing at every concert.

Music 

With their new, expanded line-up, mighty Macedonian brass band Kocani Orkestar are wilder than ever, getting the entire audience up on their feet & dancing at every concert. Their music is still based on Gypsy tunes from various parts of the Balkans and on Turkish/Bulgarian rhythms, with a sprinkle of Latin flavour... but this album is particularly devoted to the repertoire played by Gypsy bands during wedding celebrations in Macedonia. This enables the Kocani Orkestar to transcend the strict boundaries of the brass band genre: half of the tracks showcase the vocal talents of their two new singers (charismatic, young Aljur Azizov and accordionist Zlate Nikolov), and there are several small ensemble pieces featuring instruments such as darbuka, banjo and clarinet. The band's popular trademark thundering style is present as ever, with its powerful rhythm section (drummer + four tubas) which rocks like a mutant Balkan funk band, and its wailing, passionate soloists (Ismail Saliev on sax, Turan Gaberov on trumpet and Deladin Demirov on clarinet).

Wedding 

In Macedonia they usually involve the participation of two different types of bands. The marching brass band goes all around the village to pick up the main protagonists from their respective homes, and escort them to the house where the (generally extravagant) festivities are to take place. Once the procession has reached its destination, the brass band keeps playing while the guests arrive and start to unpack and present their gifts to the young couple: jewels, clothes, food, kitchen utensils etc. Then everyone settles around the banquet table for a long, festive meal. This is when the second band comes in, generally consisting of a percussionist, a horn player (trumpet, sax or clarinet), a banjo (played somewhat like an oriental oud, and often replaced by a synthesizer nowadays) and a singer. Known so far as a marching brass band, the Kocani Orkestar have now also drawn on the repertoire played by these "banquet combos", sometimes adapting it for their expanded brass band line-up, and sometimes venturing into the intricate interplay typical of these small ensembles.

River 

Weddings generally last three days and three nights. There's a tradition in the village of Kocani: after having danced, sung, drunk and played music throughout the first night, the entire party walks out at dawn, pays a short visit to the mufti at the mosk (a good deal of the population - including the Gypsies - are Moslems in this area which used to be part of the Ottoman empire), after which everyone jumps into the river.

Shirt 

On the second day, everyone gathers around the bride's house. Women are allowed to drink alcohol, so they do drink a lot. Men paint patterns on their faces with lipstick and tear each other's shirts. The torn shirts are then arranged into a big pile which is set on fire. The band plays, everybody dance.

Party 

"Bayram" is a word of Turkish origin which designates the celebrations at the end of the Ramadan. Bayram then came to mean "celebrations" in general (from wedding celebrations to any more prosaic type of "partying"). The song title "Bayram sekeri" refers to the assorted sugary confections which are abundantly consumed on these occasions.

Language 

"Alone At My Wedding" is true to the multicultural, multilingual nature of the Balkans, as it contains song lyrics in Macedonian (Slavic), in Turkish and in Rom (Gypsy).

Background 

The Kocani Orkestar comes from the city of Kocani, in the F.Y. Republic of Macedonia. It is the most famous exponent of the style described in their region as Romska Orientalna Musika ('Oriental Gypsy Band'). Oriental brass bands are a Gypsy specialty throughout the Balkan region, from Serbia to Macedonia. These brass bands were created in the 19th century, in imitation of the military brass bands of the Turkish janissaries which had replaced the traditional ensembles based on oboes and drums.

Line-up

Ismael Saliev: alto sax, vocals

Ajlur Azizov: vocals

Deladin Demirov: clarinet

Zlate Nikolov: accordion, vocals

Turan Gaberov: trumpet

Sukri Kadrievi: trumpet

Saban Jasarov: tapan

Redzai Durmisev: tuba

Mendu Saliev: tuba

Esat Saliev: tuba

Ismail Jasarov: bass tuba

Guests

Rakip Kazimov: djumbus, vocals

Zivko Ognjavov: darbuka

Aurel Ionitsa: violin

	Miyuki  KOGA
	Dreamin’
	1993
	58:40
	retro

label: Concord Jazz (CA, USA)

Recorded 1993.

American retro-songs (1912 - 1935)

Miyuki Goga [v]; Dick Hyman [p, arrangements]; Milt Hinton [b]; Lewis Nash [d]; Joe Wilder [tp, fl h]; Ken Peplowski [t s, cl]; Haru Takauchi [g (#5)].

«Koga’s crystal-clear, romantic style awakens memories of the best-loved American ‘canaries’ ... effortless-sounding, impeccably phrased and laid back... Koga is a purist who remains true to the melody and lyrics.» – N. A. Lee

Looking at the repertoire of recent jazz vocalists. I see that the selection of songs they sing has been quite limited. This is happening in both Japan and America and forces me to wonder why they do not choose more from the wide variety of beautiful songs that exist. While Ellington, Gershwin, Porter and Rodgers are great composers, thousands of songs with beautiful melodies and lyrics have been written by many songwriters, particularly during the period of 1910 through the 1950s -- the golden time of the American Popular Song.

Decades ago these songs were recorded by many singers, but recently there are only a handful of singers such as Tony Bennett, Rosemary Clooney and Michael Feinstein who are struggling to preserve the proud American culture of song. Whereas Ella, Sarah, Carmen and other jazz singers such as Billie Holiday, Lee Wiley and Maxine Sullivan have sung a wide variety of these wonderful songs, many jazz singers of today seem to focus mainly on improvising, having forgotten their roles as interpreters of great American Popular Song.

My concept of training a Japanese jazz singer, Miyuki Koga, and producing her records might seem somewhat presumptuous. However, I wish to contribute to the revival of the American Popular Song, particularly those wonderful songs that we do not have many opportunities to listen to. Based on this premise, I do not allow Miyuki Koga to improvise or distort (many singers ruin songs by making too many changes to the original), letting her sing the beautiful songs as straight as possible, following the original melody.

This concept has been the basis for all of Miyuki's recordings. For Miyuki's course therefore, the line of Rosemary, Dinah Shore, Doris Day, and further, many big band singers such as the late Helen O'Connell, etc., is the most desirable. With my greatest respects to the songwriters who wrote beautiful, sophisticated and stylish songs, and to their excellent interpreters, especially the late Mabel Mercer and Sylvia Syms, I would like to make a toast to this great, immortal, cultural phenomenon, American Popular Song.

GEORGE OTAKI

The producer's comments I think are very accurate and certainly sincere in the body of his message...honoring the American Popular Song. This is just another indication of the international language, music, transcending cultural barriers. Music is the only common language. When listening to a musician, we know nothing of his or her race, cultural background, or political persuasion. We simply hear the message in the performance.

This album of works by some of the finest American songwriters, demonstrates the esperanto-like nature of music. This beautiful young lady and fine singer has sincerely captured the thoughts and the messages of the composers.

The band consists of absolutely top notch jazz musicians; from the wonderful piano and arrangements of Dick Hyman to the brilliant clarinet and tenor work of Ken Peplowski, supported perfectly by the venerable Milt Hinton and the exciting young drum virtuoso, Lewis Nash and joined by one of the all time great players in jazz. Joe Wilder on trumpet and flugelhorn. A special appearance by Haru Takauchi on guitar, demonstrates another of Japan's contributions to jazz.

Mr. Otaki's song selections are commendable and his protege Miyuki Koga is one of the finest jazz vocalists in Japan today, as she demonstrates herein. I hope you enjoy this fine album.

CARL E. JEFFERSON (President, Concord Jazz, Inc.)

	Franz  KOGLMANN

	A White Line
	1990
	71:06
	KOGLMANN – см. тж. KIMUS #5; CREATIVE WORKS ORCHESTRA; BETWEEN THE LINES (там же длинное интервью с ним).

label: hat ART

Guest Artists: Paul Bley (см.), Tony Coe (см.), Gerry Hemingway (см.). 

Franz  KOGLMANN – Один из самых выдающихся музыкантов, представителей “Третьего течения”. Его музыка — это синтез афроамериканской импровизации и европейской композиции.   F.K. получил европейское образование, а это значит, что он услышал Бетховена раньше, чем Майлса Девиса. Лишь в 21 год он обратился к джазу, будучи уже хорошо подкованным в различных постмодернистских направлениях современной европейской музыки. И уже тогда  F.K. видел всю структуру джаза совершенно иначе, нежели его коллеги по другую сторону Атлантики. Это была типично европейская точка зрения.

“Do Best White Bands Copy Negroes?” is the headline of a down beat title page from the ‘30s.  The specific something that fascinates most jazz lovers has to do with swing, soul, and heated exxpressivity. Since all pertinent standards were set by black musicians, white musitians accepting these categories as supreme criteria naturally have to look for guidance to their black colleagues. My categories are different, however. With due respect to the achievements of African-American jazz, I prefer a rational/geometric lucidity to emotional immediacy. I have a greater affinity for the expressions of a melancholy decadence than the spontaneous joy of improvising. I cannot see swing as the one and only saving criterion. Throughout its history, jazz has found room for these and other “modern” qualities —  considered design, lucid coolness, detached liricism, a swing that opts for a cautious and artistic approach.  My project, A White Line, represents a European perspective of it.  The philosopher Peter Sloterdijk said: “It seems as if contemporary music does not have the gift of producing a piece that unites the intelligence of the score of Ligeti’s Atmospheres with the swing of Bobby McFerrin’s Don’t Worry Be Happy.” It should not be over-diffficult for a musician who, through his musical education and origin, is equally committed to jazz and European music to achieve such a union. One thing appears evident: the evolutionary impulses of jazz and occidental music are now intermingling and the resulting mixture is “cool with a rich flavor” and characterized by a sophisticated artificiality. In this respect the “white line” of jazz history has accomplished a great deal without leaving the dismal impression that whatever can be achieved has been achieved. Or to paraphrase T.S. Eliot, In a mature age a musician will be stimulated merely by the hope that he may accomplish what others have not achieved before him.      —  F.K.

	Franz  KOGLMANN
	Paul BLEY, Franz KOGLEMAN, Gary PEACOCK:

"Annette"
	1992 
	64:50
	label: Hat ART

Paul Bley (см.) [p], Franz Koglmann [fl h, tp], Gary Peacock (см.) [double-bass]

Inspiration, elusive and ethereal, can come from anywhere. Once consid​ered a divine influence, allowing the chosen one to receive a sacred rev​elation, it can result from common or surprising,  rational  or illogical sources. Much "art" is (and has been) created without the spark of inspiration, from mechanical or technical motivation. It's not always easy to tell the difference. When true inspiration does occur, it may be a response   to   either   technical demands or emotional stimuli - in either case, heightening the energy and intensity conducive to com​munication.

Paul Bley is a pianist who, over the years, has found inspiration in many places, from Tin Pan Alley and jazz standards to his own considerable powers of improvisation; his experi​ences with Ornette Coleman and Carla Bley, two prolific and prismat​ic composers, have made him a spe​cial interpreter of their work. But one constant in an especially diverse career is that, from the mid-'60s to the present, he has freauently returned to a handful of songs com​posed by Annette Peacock... no doubt because they inspire him. Bley's  previous  recordings of Peacock songs have been among the most moving performances of all his work, but his familiarity and em​pathy with this material is only one of the remarkable circumstances that distinguish this disc. Both Bley and bassist Gary Peacock were once married to Annette. Too, this record​ing session was not planned to con​sist solely of Peacock's songs; in fact, it was Franz Koglmann, the third part of this equilateral trio, who first suggested and subtly arranged a few of her pieces. Over the course of the three-day session it was unan​imously decided to devote their at​tention to her music. The combina​tion of her material and their musi​cianship has produced magic. Why Annette Peacock? Little is known, and almost nothing has been written, about her. Her own record​ing career has been one of false starts and full stops, albums released and quickly pulled from circulation, or barely distributed at all. Her sing​ing, like her songwriting, is perilous and personal, edgy and discomfort​ing. And her writing has a singular point-of-view, haunted and haunting, inhabiting the shadows between pleasure and pain. She's titled al​bums Revenge and I Have No Feelings, songs "Ending" and "So Hard It Hurts." Her lyrics, too, are telling: "Soon I will die and every​thing will fade away, / Nothing ever was, anyway. / Hold yourself to keep from going mad..." ("Nothing Ever Was, Anyway").

There are no such vocals on this disc, but that does not cushion the blow. The music is naked enough. Peacock's songs are the antithesis of technique, so there is nowhere for the musician to hide. They invoke intensity through subtraction, favor a whisper over a shout, celebrate sim​ple nuance and complex emotions, conjure echoes of the past with a razor-sharp edge. Though the songs are exquisitely evocative - able to suggest a mood, whether loneliness or exhilaration, within a very few notes - their radical understatement demands the musicians use the theme to provoke their own stories, a test of imagination, character, commitment.

Some of the songs were composed specifically for Bley to improvise upon; their minor keys, dissonance, and dark, sparse textures intended as "environments he had to perpetu​ate," as she once told an interviewer. If they ultimately coax one into open harmonic and rhythmic fields, it is a landscape of intuition and dreams. The various solos, duos, and trios breath with free phrasing, with suspense in the suspension of time and movement, with tension in melodies that don't develop so much as swell with pain or passion. Ulti​mately, the sounds offer possibilities for the individual to become part of an ensemble... that is, form a relationship, accepting the joys or sorrows that may entail. It's fitting that the music begin and end with "Touching." Bley has re​corded this intimate theme several times, as a caress or, in one vehemently electronic version in concert circa 1970 with Peacock herself and Han Bennink, rubbed raw. His open​ing solo is a heartfelt adagio; the duo that closes with it seduces with deceptive brevity, breath and bass. The other songs reveal their secrets as deeply as each listener is willing to participate in them. They range from the caricaturish wit of "Cartoon" to the exposed nerve of Koglmann's flugelhorn on "El Cordobes," the schizophrenic nature of "Kid Dyna​mite" (with hints of a tango and blues), the ironic undercurrent to the trio section of "Both." "Blood" ("Send me none of your promises / keeping the sorrow. / Hold it tighter tomorrow, / you'll be out for blood.") is one of her most pervasive themes; of the two versions here, the first has Bley extending a single melodic idea taut as a noose and the closing trio a tragic aria from an opera of ro​mance and betrayal, the second Peacock's probing bass equally chilling in its sincerity and resolve. Finally, there's the elegaic "Albert's Love Theme," and "Mr. Joy," whose evasive theme and tender feelings balance the inherent pessimism ("How can you know for sure / any​thing at all, / it's a dream, this life, / and nothing's real...."). Though seldom revealed, feelings this vulnerable and explicit are real, music this honest and open is real, and the inspiration here is palpable and real. 

--- Art Lange, July 1992

	Franz  KOGLMANN
	Cantos I-IV
	1995
	60:59
	label: Hat Hut

rec. 1992

performed by Franz Koglmann Pipetet:

Franz Koglmann [fl h]; Tony Coe (см.) [t s, cl]; Tom Varner [fr h]; Robert Michael Weiss [p, synth]; Burkhard Stangl [g]; Klaus Koch [b]; Gerry Hemingway (см.) [d]; a.o.

tracks #1-4: Cantos I - IV

all compositions by Franz Koglmann

Webster's defines the word canto as "one of the major divisions in a long poem." These four cantos of the Austrian composer and fl?gelhorn maestro Franz Koglmann are indeed major divisions in a long poem, but that poem happens to be musical. Rather than look at Cantos I-IV as a symphony with four movements, it is better to view them as breaks in the various traditions that Koglmann has been inspired by and participates in: jazz in all its forms, 20th century classical music, blues, improvisational "new music," to name just a few. He scores a work for improvisers to participate fully in as individuals and yet gets all of them to move toward the same goal. Members of Koglmann's "Pipetet" include drummer Gerry Hemingway, bassist Klaus Koch, Tony Coe on tenor and clarinet, Roberto Ottaviano on soprano saxophone, and Burkhard Stangl on guitar. If you count Gustav Bauser, the conductor, there are 17 individuals in this band. Integration is Koglmann's m.o. in all his works, but here, he seems most successful at seamlessly conjoining one inspiration and form with another. In "Canto III," the sexy alto improvising of Guillermo Gregorio that suggests the West Coast jazz of the early '50s, or at the very least one of Art Pepper's later ballads with George Cables, is sketched upon a canvas painted by Alban Berg and Anton Webern. As the rest of the reeds and woodwinds begin to phrase so carefully around the alto line, a guitar enters, Hemingway keeps the jazz rhythm, but the front-line melody disappears, melting into a 12-tone investigation of reeds and then a pastoral that quotes Darius Milhaud. What is occurring is not harmonic invention so much as harmonic contention and then integration, one form not necessarily being distinct from another in sound or emotion, only in structure. All four of these works follow this path, but it's not a path of influence so much as it is a path of inspiration and possibility. Koglmann's heroes may be poets, painters, and musicians, but his homages are paid in his own voice here — one that is neither quirk nor imitation, but rather an aesthetic one of quark strangeness, warmth, and indisputable charm.

	Franz  KOGLMANN
	Venus In Transit
	2001
	52:30
	label: Between The Lines

rec. 2001

Franz Koglmann [tp, fl h]; Mat Maneri (см.) [vln]; Chris Speed [t s, cl].

It is not easy to create with the humor, melodic ingenuity, and harmonic complexity of Franz Koglmann and produce something this light and accessible. The trumpeter's soft lines belie an ability to dig deep, and whether he brings an operatic presence to his music (for example on the majestic “So rühr' ich um mit meinem Sabel," or an avant garde interpretation to “Voralberger Schuhgroβhändler (Some Like it Hot)," the results are always unique. The recording is divided into three parts The first and longest, comprising the first twelve tracks, and a sort of homage to Marilyn Monroe, was composed for a theatrical performance entitled “Venus in Transit." The three tracks of the middle section (“Wahlverwandtschaften") are loosely based on architecture. The short, final, track is simply called “Epilogue." This is music of great depth infused with European influences, but also incorporating some of the cream of the American improvisational community, performers such as violinist Mat Maneri and tenor saxophonist and clarinetist Chris Speed, each of whom plays a prominent role. Koglmann's stamp is clear throughout, his alternately dense and open arrangements always tied together with a sophisticated vision, his constructs full of surprises. Impossible to categorize, but never succumbing to pastiche or cuteness, Venus in Transit is another fine contribution by a composer whose work as a whole is a function of consummate skill and imagination.

1. 
Pardon, Ist da Noch Frei? (I Wanna Be Loved by You) 
[Kalmar, Ruby, Stohart]

2. 
Überstörung 
[Koglmann] 

3. 
Eigentlich Bin Ich Hautarzt 
[Koglmann] 

4. 
Ist das Ansteckend? 
[Koglmann] 

5. 
Casta Diva [
Koglmann] 

6. 
Danke, Frau Hofrat 
[Koglmann] 

7. 
Mit Dabei Sein [
Koglmann] 

8. 
So Rühr' Ich Um Mit Meinem Sabel [
Koglmann] 

9
. Alois! - Wir Entkommen Ihm Nicht [
Koglmann] 

10
. Vorarlberger Schuhgroßhändler (Some Like It Hot) 
[Malneck] 

11
. Toni, du Dodl 
[Koglmann] 

12. 
Kreta 
[Koglmann] 

13
. La, Case Study House [
Koglmann] 

14. 
Urania, Wein [
Koglmann] 

15
. Maison À Bordeaux [
Koglmann] 

16
. Epilog 
[Herbert, Koglmann, Maneri]

Most of the recordings of award-winning modern composer, trumpeter, and flügelhorn player Franz Koglmann (and of his works) can be found on the Hat labels (Hat Art, Hat Hut, etc.), although this may change since Koglmann founded his own label, Between the Lines, in 1999. 

Born near Vienna in 1947, Koglmann learned to play the trumpet and flügelhorn and, by 1973, had founded his first record label, Pipe Records, which released a few albums by Steve Lacy and Bill Dixon. In 1972 and 1976, Koglmann won the Music Award of the City of Vienna. His album Opium/For Franz came out on Pipe Records in 1976. From the mid-'70s through the mid-'80s, he was a member of the Improvising Music Orchestra, in addition to performing in other groups, including the Reform Art Unit (RAU) in the mid- to late '70s and pianist Georg Graewe's Grubenklangorchester for a couple of years in the early '80s. In 1983, Koglmann founded the Chamber Jazz Emsembles Pipetet, whose debut recording, Schlaf Schlemmer, Schlaf Magritte, came out on the Hat Art label the following year. Not too long after this, Koglmann began to focus on composing. 

He received the Music Award of the Republic of Austria for his compositions in 1987, a state grant two years later, and, in 1990, enjoyed the debut performance of his works in Vienna. The following year, Koglmann was lauded by Wire magazine and in 1992 received the Music Award of Lower Austria. The Hat label released other Koglmann albums during this time, including The Use of Memory (Hat Art). His Diapasson (on the French label Disque d'Or) was also voted Record of the Year by the London Times in the early '90s. Melange de la Promenade came out in 1993, as did one of his major works for Hat Art, Cantos I-IV. Works by Franz Koglmann were performed at Wien Modern 1994 in Cologne, at major festivals in Canada, and at the Knitting Factory in N.Y.C. in 1995. The Austrian composer also received a second state grant in 1995. Commissioned for the 1997 Vienna Festival, Koglmann composed "Ein Heller, Lichter, Schöner Tag." This year also brought the release of O Moon My Pin-Up, which won the Composers' Award from the Erste Österreichischen Sparcasse. 

In 1998, Austrian group Klangforum Wien debuted his work "Don't Play, Just Be," and the following year, Koglmann recorded the first album for his new Frankurt-based label Between the Lines. The album, entitled Make Believe, featured Koglmann on trumpet and flugelhorn, along with reeds player Tony Coe, guitarist Brad Shepik, and more, performing originals by Koglmann with the exception of the title track by Jerome Kern. Over the years, Koglmann has performed and recorded with renowned improvisers such as guitarist Derek Bailey, saxophonist Lee Konitz (We Thought About Duke Hat Hut, 1995), and pianist Paul Bley. By 2000, Franz Koglmann still resided in the city of his birth. 

	KOLNER  SAXOPHON  MAFIA
	Saxfiguren
	1989
	74:36
	Весёлый виртуозный импровизационный проект.
label: Jazz Haus Musik (Koln)

R. Hanschel [alt, sopranino, flote, altklarinette]; W. Kaiser [sopran, bass, bass klarinette, kontrabassklarinette]; D. Raulf [sopran, tenor]; J. Ullrich [tenor, bassklarinette]; G. Veeck [sopran, bariton, alt, altflote].

The compositions on this album are dedicated to the elephant, Wayne Shorter, Freddie Green, Herbie Hancock, the Beatles (#13 — arranged songs from “Sgt. Pepper’s Lonely Hearts Club Band") and others.

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

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

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

	Toshinori KONDO
	Toshinori KONDO, Eraldo BERNOCCHI, Bill LASWELL:

“Charged”
	1999
	52:38
	Toshinori KONDO – см. с: Peter  BR(TZMANN; Eugene CHADBOURNE (в ‘Alternative’);
acid-jazz 

Toshinori Kondo (см.) [electric trumpet]; Eraldo Bernocchi [electronics]; Bill Laswell [basses]. 

	Klaus  KÖNIG  Orchestra
	At The End Of The Universe (Hommage A Douglas Adams)
	1991
	64:45
	neo-bop / free jazz Big band. Много сольных партий.

label: enja

Claude CONIQUE (Klaus  KÖNIG) – trombone, composition

Klaus  KONIG  with: Louis Sclavis (см.), Kenny Wheeler (см.), J.I. Bloom, Tom Rainey, Conrad Bauer (см.), John Betsch, Tim Wells, Michel Massot, a.o. 

	Klaus  KÖNIG  Orchestra
	The H.E.A.R.T. Project
	1998
	64:05
	label: enja

Klaus Konig [trb, composition]; Claus Stotter [tp, fl h]; Claudius Valk [t&s s, fl]; Frank Gratkowski [a s, cl, bass cl]; Werner Neumann [el&ac g (left ch)]; Markus Wienstroer [el&ac g (right ch)]; Dieter Manderscheid [b]; Thomas Alkier [d].

Лихой band с супер-колоритными арранжировками. Все музыканты играют совершенно исключительно. Гитаристы используют свежие яркие тембры. Остаётся только добавить -- по энергетике эти немцы такие, что американцы покажутся просто сонными мухами. Ну, может, не все, но эта мысль не далека от истины.

	Klaus  KÖNIG
	Black Moments
	2002
	65:07
	label: Enja  www.enjarecords.com 

rec. 2001-2002

music by Claude Conique (Klaus Konig); words by Edgar Allan Poe.

performed by: Phil Minton (см.) [v], Schola Cantorum Virtualis, Klaus Konig Orchestra.

	Peter  KOWALD
	Peter  KOWALD / Werner  LUDI / Butch  MORRIS / Sainkho NAMTCHYLAK:

"When The Sun Is Out You Don't See Stars"
	1992
	72:50
	Peter KOWALD – см. тж. с: GLOBE UNITY SPECIAL; Alexander von SCHLIPPENBACH; David  MOSS; тж. на EMIT SERIES: Visions;

label: FMP

P.K. [b]; W.L. (см.) [a&b s]; B.M. (см.) [cornet]; S.N. (см.) [v].

When The Sun Is Out Don’t See Stars, right? The ethnologist Claude Levi-Strauss found out that in the early days of civilisation sailors were able to discern planets during daylight hours. Today this is absolutely inconseivable, not only for us, but also for proffessional astronomists. This example goes to show, however, that certain perceptive faculties we used to have, have been lost in the course of evolution. And music on this CD is about what is there and about discovering what is there, or to come to the point, about reactivating our hidden perceptive faculties (in the widest sense).  There are, of course, many different ways in which we can explore our own personal  here and now . The scientific method of iconology belongs to the field of artisstic representation. By using what he called critical iconology Aby Warburg (1866-1929) developed a means of examining pictures in such a way as to reveal the authentic position and meaning of the pictures concerned, which had over the years been painted over and falsified. He wrote about his visit to Orabi in Arizona: “I didn’t yet realise that this journey to America would give me such a clear incite into the organic connection between the art and religion of these primitive  tribes as to enable me to see primitive man’s identity or indestructibility —  which remain the same throughout all ages —  so distinctly as to be able to rediscover them, not only in the culture of the early Florentine renaissance, but also later in the German reformation.” Warburg asked himself: How do linguistic or artistic expressions develop, which feelings or criteria, conscious or unconscious, govern the way in which they are stored in the archives of the mind, and are there certain laws which control their precipitation and re-emergence? The question which Warburg asked himself in connection with linguistic and artistic expression, is the same one which the listener to When The Sun ...  asks himself in connection with musical expression. He hears a saxophonist from Switzerland, a bass-player from Wuppertal, a cornetist from North America, and a female singer from Tuwa. This in itself is a small Critics’ sensation, and this sensation inevitably goes with the concept of World Music. If however you believe that World Music is often nothing but the extension of imperialism by cultural dictatorial means (e.g. Anglo-American beat accompanied by tablas and shakuhachi) then When The Sun ...  is World Music  of a completely different kind. The listener hears four musicians who have different musical styles and each one of these could be described in general terms: W.L. style —  the tradition of European Free Improvisation. B.M., who in a fast-moving age takes the time to reflect Ellington. P.K., explorer in the field of bass music. And S.N., a female singer, known only to a few insiders, whose very grandparents were nomads in Mongolia. The essential thing is that each of these superficially touched in styles can be heard on the CD as an authentic expression of self-confidence. One might think that when musicians of such varied background and experience come together, this can only result in chaos or a tiring routine-performance, or in World Music  in the negative sense mentioned above. In reality the result has nothing to do with any of this. It is more, because it is less. The listener hears how breathing creates the most natural music of all —  music with a meaning beyond all geographical bounds. He hears what happens when four musicians do their own thing and this thing gives an equal presentation of all four musicians. He hears the beauty of foreign lands and the foreignness of the familiar. He hears, for example (and now, dear reader/ listener I appeal to your mental faculties) the extension of the concept of saxophone, Tibetan bass, the history of Blues as played by John Lee Hooker, Rex Stewart and Miles Davis, and the expansive landscape of rolling green hills and luscious meadows in which an urga can be seen in the distance. And he hears that which can be detected between these sounds: silence ... he hears —  himself. And that is the real sensation. No matter how much you, dear reader/ listener, exert your mental faculties, no matter how much you follow through the complexity of origin and the smallest fragment of sound, you still experience the inseparable unit of impression. And this impression touches on such primitive instincts in your mind that the supposedly free improvisation heard, has to be questioned. Music which draws on such an obviously intercultural is not really free. It affects something which is probably not just an element in the musicians’ minds, but also in yours and in the minds of many other listeners. This element is at the same time the new and the coming dimension of Improvised Music. Diedrichsen writes that the difference between classical music and light music is that classical music requires “an audience with a trained ear” and pop-music “does not”, and deduces that, because nowadays those acquainted with this type of music wich is both. When The Sun ...  is not only both —  this is music of a third kind. This music has a sound which we can all discern. This music is in all of us, and with its help we can reactivate something within overselves. This sound easy, but it is extremely complex.

Peter Kowald: Born 1944 in Germany; double bass, voice, tuba. 

Peter Brötzmann (Corbett, 1994) recounts that "there was this young guy trying to play the bass, who was Mr Kowald, at that time seventeen years old. Peter lived with his parents. I had my little studio, so he was always hanging out at my place. But he had to be at home at 10.00, he was drinking milk. But we changed that, very soon. His parents were always very angry with me, because he never showed up at home anymore, he dropped studies of ancient languages, Greek and all that." By this time (1962) Peter Kowald had been playing bass for two years and, with different drummers the two Peters were playing Mingus, Ornette, and Miles Davis things as well as listening to Coltrane, Stockhausen, Cage et al. Kowald was part of the European tour undertaken by the Carla Bley/Michael Mantler band in 1966 (also featuring Brötzmann) and then came work with other German musicians, membership of the Globe Unity Orchestra and the first recordings: Globe Unity, For Adolphe Sax and the recently released Summer 1967, recorded during a brief vacation in London. In particular, Evan Parker credits this visit to London for his invitation to play in the Pierre Favre/Irene Schweizer quartet and his subsequent longstanding involvement with German (and other European) musicians. Kowald's work with Brötzmann has continued - on and off - on record at least, to the present and has included the Cooperative Trio with Andrew Cyrille, a duo on the Duos project and a recent mix of free jazz, hip-hop and rap. 

Peter Kowald was a member of Globe Unity Orchestra for 12 years (1966 to 1978) and for much of this time played less of a side-man role and more of an equal partner - for example, conducting the band - with the person to whom the group has become most associated, Alex von Schlippenbach. His influence is particularly noticeable on Jahrmarkt/Local fair where the two sides of composition are by Kowald (as is the second side of Live in Wuppertal and he is also credited, along with Paul Lovens as 'producing' the record, presumably sorting out the sprawling theatricality and poor sound into two 'meaningful' fragments. In his notes to 20th anniversary, Schlippenbach emphasises the importance of Kowald in creating a programme that became a lot more 'colourful'; while further pointing out that he and Kowald gradually drifted further apart 'until one fine evening after lengthy discussions which resulted in a fight in a pub in Wuppertal, this chapter also closed'. However, before this ending, from 1973 to 1978, Kowald also worked with the Schlippenbach trio (Schlippenbach/ Parker/Paul Lovens), turning it for much of this time into a regular quartet. 

Throughout his career, Peter Kowald has continued to work with a wide variety of improvising musicians worldwide and in many considered and unusual situations. He has recorded bass duets with Barry Guy, Barre Phillips, and Maarten Altena, released two solo bass recordings, and has had regular groups with Leo Smith and Günter Sommer; with Joëlle Léandre and dancer Anne Martin (Trio Tartini); with dancers Cheryl Banks and Arnette de Mille and cellist Muneer Abdul Fataah (Music and Movement Improvisation); a trio with pianist Curtis Clark; a trio with Canadian alto saxophonist Yves Charuest and Louis Moholo; and Principle Life with Jeanne Lee, Klaus Hovman, and Marilyn Mazur. During the period 1980 to 1985 he was a member of the London Jazz Composers' Orchestra. He has spent periods in the US and in Japan and recorded three duo LPs (and one CD) with US, European and Japanese musicians. He has also lived in Greece and similarly played and recorded with the Greek musicians Floros Floridis and Ilias Papadopoulos. By contrast, the 12 months May 1994 to May 1995 was designated Kowald's 'Year at home' project which comprised a mixture of solo works - out of which, to some extent, the last solo CD grew (Was da ist) - and group performances. 

In addition, Peter Kowald has collaborated extensively with poets and artists and with the dancers Gerlinde Lambeck, Anne Martin, Tadashi Endo, Patsy Parker, Maria Mitchell, Sally Silvers, Cherly Banks, Arnette de Mille, Sayonara Pereira, and Kazuo Ohno. Specific works have included Die klage der kaiserin (1989) with Pina Bausch, Short pieces (since 1989) with Jean Sasportes, The spirit of adventure (1990) with Anastasia Lyra, Wasser in der hand (1990/91) with Christine Brunel, and Futan no sentaku/The burden of choice (1990/91) with Min Tanaka and Butch Morris. 

Further information:  

Corbett, John (1994), Machine gun etiquette, in Extended play: sounding off from John Cage to Dr. Funkenstein. Duke University Press, 0 8223 1473 8. pp. 246-259. Chapter on Peter Brötzmann from which the quote about Peter Kowald used above is taken.

	Peter  KOWALD
	KOWALD, SMITH, SOMMER:

"Touch The Earth - Break The Shells"
	1997
	72:09
	label: FMP (FREE MUSIC PRODUCTION Distribution & Communication)
Peter Kowald: double bass

Wadada Leo Smith (см.): trumpet, fluegelhorn, african thumb piano, flute

Gunter 'Baby' Sommer: drums, percussion, bells organ pipes

Recorded live by Jost Gebers on November 13 - 14, 1979 at the 'Floz', Berlin (Tracks # 1, 2, 3, 5, 6, 7) and on January 29, 1981 (Tracks # 4, 8, 9). Produced by Jost Gebers. First published in June 1997.

01. Gebr. Loesch (Sommer) 04:14

02. Touch the earth (Kowald) 12:54

03. Wind song in a dance of unity (Smith) 03:55

04. Rastafari in the universe (Kowald, Smith, Sommer) 12:00

05. In light (Smith) 12:12

06. Ein Stuck Uber dem Boden (Kowald) 03:56

07. Radepur im Februar (Sommer) 07:24

08. Unlost time (Kowald, Smith, Sommer) 08:02

09. Long time no see (Kowald, Smith, Sommer) 07:29

New Music in the process of its creation. Three individuals, whose mentalities and musicality find each other, although originating from completely different areas of experience. The getting together of WADADA LEO SMITH, PETER KOWALD and GUNTER SOMMER at the end of the 70's, beginning of the 80's marks a special case in Improvised Music. 

With its strange movement between static and drive, between meditation and expression, this music is not fixed to a particular time period, races ahead of developments in a totally unspectacular way.

In the unusual combination of instruments - trumpet or fluegelhorn, bass and drums plus extras such as percussion, organ-pipes, sanza, etc. which are not seen just as "little instruments", but as voices having similar rights, all three musicians are - consistently - of equal importance. The music defines itself through the notes which are played just as much as through those which are omitted. The requirement to operate constantly both as a collective and as soloist, led to increased attentiveness and sensibility. 

WADADA LEO SMITH has integrated his musical conception into a context together with European improvisers, something which was, at that time, not only completely new in itself, but which also led to new results. A fundamental condition for being able to constantly listen and react to each other is, above all, the transparent tone of the trio. Even more important is, perhaps, the unprejudiced openness in the way the three musicians deal with each other.

Like a little tribe they got together, a rare ethno group with different backgrounds. In a mini-van they toured the impassable areas of the culture industry, turned up to do concerts here and there, playing a kind of music, which left those stunned, who committed themselves to listen. With their feet on the ground, but taking off just a little bit. Without a message, but with a claim: with sounds and rhythms, which are enough in themselves and at the same time point to something else.

-- Bert Noglik

	David KRAKAUER
	Klezmer Madness!
	1995
	49:17
	David KRAKAUER - см. тж. Klezmatics
label: Tzadik

David Krakauer [cl, bass cl]; Michael Alpert [accordion, v]; David Licht [d]; with: Anthony Coleman (см.) [k, sampler]; Adam Rogers [g]; Guillermo (Willie) Penate [guiro]; Juan Ortega [timbales]; Oscar Ortega [congas].

traditional songs arr. by Krakauer

produced by John Zorn and David Krakauer

With a profound knowledge of Yiddish music heritage, the virtuousic Krakauer Trio combines the traditions of klezmer with creative composition, arrangement and improvisation to create a style with reverence, imagination and a sense of humor.

Klezmer Madness features both traditional and original music, including tunes from the repertoire of klezmer clarinet greats Naftule Brandwine and Dave Tarras (check out Tarras' wonderful CD on Yazoo) and even John Zorn's Masada.

David Krakauer (clarinet, composer) combines the diverse influences of Jewish and Balkan clarinet styles, minimalism, jazz and shredded Muzak to create a style uniquely his own. He has performed and recorded with the Klezmatics and John Zorn as well as in numerous classical, chamber and avant-garde settings.

Michael Alpert (accordion, violin, guitar, vocals, original Yiddish compositions) is a member of the pioneering New York klezmer band Kapelye and the innovative European klezmer ensemble Brave Old World.

David Licht (drums, percussion) is a founding member of the Klezmatics and was also a founding member of the rock groups Shockabilly (with Eugene Chadbourne), Bongwater (with Ann Magnuson and Kramer) and When People Were Shorter And Lived Near The Water.

	David KRAKAUER
	DAVID KRAKAUER’s KLEZMER MADNESS!:

“Klezmer NY”
	1998
	38:16
	label: Tzadik

David Krakauer [cl, bass cl]; Adam Rogers [el g]; Ted Reichman [accordion]; Kevin Norton [d, perc]; Oren Bloedow [el b]; Ben Neill [electronics].

Klezmer, NY is the place where my music comes from. Kind of a parallel universe in my imagination. A cross between memories of my grandparents' Brooklyn / Lower East Side Yiddish world and the immediacy of making klezmer music in New York City now. This music is about now I found klezmer, and all the stops along the way.        —  David Krakauer

According to John Chilton (Sidney Bechet: The Wizard of Jazz), Bechet had included A Yiddishe Momme as part of his reper​toire in France during the 1950s. A light bulb went off in my head: What if Sidney Bechet and Naftule Brandwein had met?! For over fifteen years (part of the 20s into the late 40s) these two unique individualists of the clarinet shared New York City as home base. I imagined an encounter between them—with the anecdotes, hard drink​ing, surreal clarinet shop talk, and musical inspiration. One came from New Orleans, the other from Poland. This is my story of two New Yorkers.  —  David Krakauer, NYC, 1998

What are they playing? A terkisher or a ragtime? A bulgar or the blues? A freilach or a jump tune? We will never be completely sure if Naftule Brandwein and Sidney Bechet know that they have met each other, but we can hear their songs, dances, whoops and tears weaving together...

(An except from Commedia Klezmeriana by Wolf Kampmann—based on David Krakauer's idea of an imagined meeting between Sidney Bechet and Naftufe Brandwein.)

1 alt(dot)klezmer 3:48

A klezmer tribute to sidney bechet (tracks 2-10)

2 THE MEETING 3:21 

3 BECHET IN THE ROUMANIAN WINE CELLAR 6:27 

4 OKEY DOKE (Sidney Bechet, arr. Krakauer) 1:40

5 KLEZMER A LA BECHET 4:37 

6 THE HAUNTED FRENCH OPERA HOUSE 3:23 

7 CONGO SQUARE DOINA 3:08

8 OKAY A.K.! (for "Pop" - Abraham Krakauer 1892-1984) 3:24 

9 TZIBELES BULGAR (Dave Tarras) 1:27 

10 B-FLAT MAJOR BULGAR (trad, arr. Krakauer) 1:33

11 THE STREETS OF KLEZMER, NY / der gasn nign (trad.) 5:17
All compositions by David Krakauer, except where noted The Bechet tribute was first performed at the Saalfelden Festival on August 29, 1997.

->manonegra

	David KRAKAUER
	A New Hot One
	2000
	55:49
	label: Label Bleu (France) (Harmonia Mundi)  contact@label-bleu.fr 

David Krakauer [cl]; Mark Stewart [el g]; Ted Reichman [accordeon]; Pablo Aslan [b]; Nicky Parrott [b]; Kevin Norton [d].

Rec. feb. 2000 at Studio Avatar (USA).

For me it't a great thrill and priviledge to have the opportunity to help keep the music of my ancestors alive, that being Klezmer, the traditional celebration music of Eastern European Jewish Culture. Part of this process of continuing of living tradition is writing new songs. From my vantage point, the trik is to stay within the Klezmer style while at the same time to always move forward.

In writing new Klezmer music I approach the work from different angles.

One side of it is a re-working of older forms. "A New Hot One" is a twisted variation on the traditional song "Der Heyser Bulgar" (A Hot Bulgar). "Lower case e" is part romantic ballad and part re-take on the old Romanian hora (limping 3/8). "Nine, nine, ninety-nine" deals with the chaside and bulgar dance forms and is dedicated to the day when two great friends of mine fall in love. "Klezmer a la Bechet" is a kind of terkisher (datted rhythm dance form) and is part of a larger suite of music called "A Klezmer tribute to Sidney Bechet".

The other side of the cain (and the most crucial part for me) is telling stories with my songs. In most cases, I'm trying to express something primal about my jewishness and the sensation of attempting to find the lost links in the chain of my past. "Love song for Lemberg/Lvov" searches in the same way and is an ode to the city of my grandfather's birth. With this tune and in every case (whether writing on playing) I'm trying to connect in a direct way with the lives and experiences of my relatives from "the old country".

--- David Krakauer

	David KRAKAUER
	DAVID KRAKAUER’s KLEZMER MADNESS!:

“The Twelve Tribes”
	2002
	53:25
	label: Label Bleu (France) web site: www.label-bleu.com
Krakauer [cl, bass cl]; Kevin O’Neil [el g]; Roger Kleier [el g]; Will Holshouser [accordion]; Nicki Parrott [ac/el b]; Kevin Norton [perc]; Socalled [sampler].

Самый очаровательный, виртуозный и захватывающий CD Кракауэра. Гениально. Рекомендуем!

Transatlantic. Obviously. Because the music David Krakauer decided to explore took the boat the century ago, leaving eastern Europe – for him the Ukraine and Poland – to dock in New York. But also because, basically it is a travel, transport(s) and trance music… Travel, because originally it was played by itinerant musicians, who used to run to celebrate family and religious fetes; transport, because its history, particularly its recent history the one of the past ten years in New York City, is a history of brilliant borrowings, weird marriages, audacious collages,, with dozens of other music, especially jazz; transports because the expressionism of the jazz beginning, its power, its coarseness, its paradoxically most “rock’n’roll” side, its relation to dance, constitute a parlament feature in David Krakauer’s music: the name of the band “Klezmer Madness!” explicity claims madness in dealing with its roots; trance, because it’s him and no one else. Because even if this brilliant Brahm’s performer can perfectly use all wooden nuances of the clarinet, when dealing with klezmer music, he then plays with the intensity of a Bechet or a Hawkins. And also with the spirituality of a synagogue cantor: posessed.

This fourth personal album is the one of which he tries as far as possible to regenerate the tradition; a tradition especially expressed through the curve of the melodic line: the song. David Krakauer, from the start to the end, is exploding this line through an exceptional work on the collective sound material: a texture with a highly pictorial density disturbing the seduction of a drawn line. In this sense, this fourth opus is a much the work of a leader/arranger as the one of a clarinetist with an amazing energy. The renewal of the band staff (guitars and accordeon) is less important than the music concept. David Krakauer is perfectly aware of it: “From now on, I operate of a pool of musicians. I expect from them that they really play. Their feedback is for me an inspiration. The concept is before all a collective result”.

A sharing out of original and traditional compositions interwining secular and sacred music, between intimist feelings and extroverted fetes.

	Briggan  KRAUSS
	Good Kitty
	1996
	64:59
	Briggan  KRAUSS – см. тж. с: Sanda WEIGL; SEX MOB; Andrea PARKINS; MEDESKI, MARTIN & WOOD; VIVIAN SISTERS; MYLAB; Steven BERNSTEIN;

label: Knitting Factory Works (New York) www.knittingfactory.com   

Briggan Krauss [a s]; Michael Sarin [d]; Chris Speed [t s, cl]. Produced by Briggan Krauss. All compositions by Briggan Krauss.

"This CD is quirky, disorganized, and rich with promising curiosity. Krauss is immensely talented, and he is experimenting with a wealth of influences. His open ears and his youth show every sign that he may indeed be a major contributor to jazz music."  -- 5/4 Magazine

"Krauss is a model of post-modern playing; screeching, squawking, droning, fixating, the musical equivalent of an obsessive-compulsive disorder." -- M. Breton, Jazz Times

"Krauss emerges as a voice to watch, manifesting mature technique without ever straining to impress." -- M. Boisen, CD Review

“In fairly short order, the stylistically limber, fully charged alto saxophonist Briggan Krauss has become a talk of the town in New York — specifically, of the left-field jazz scene that circu​lates around the Knitting Factory. Krauss first came to national atten​tion as a member of Wayne Horvitz's gritty 'n' fun band Pigpen. Now, the ubiquitous Krauss plays with the trio Babkas and various Knitting Factory-derived ensembles. It is from this lat​ter context that Good Kitty, an uncom​promising album that features Krauss along with saxist Chris Speed and drummer Michael Sarin, is derived.

The cover of Good Kitty is a sort of David Salle-esque postmodern pas​tiche, with a femme fatale and a car​toon superhero. And so goes the music: feverish and free-blown on the several improvised live tracks, cartoony — with titles like “Tainball” (actually a sweet little ditty) and "Inky Stinky" (jaunty interplay: Raymond Scott would grin) — and, at times, leaning toward radical new klezmer ("Aloha"). In all, it's anarchic, ifs funny, it's deep, it's not on the fast track to jazz radio. Maybe a slow boat to college radio.” 

—Josef Woodard, “Jazziz”
Seattle native Briggan Krauss has become downtown's favorite young lion (as a member of Wayne Horovrtz's Pigpen, Steven Bernstein's Sex Mob, and Andrea Parkins' Trio.) Good Kitty is Briggan's first release as a leader, and the band features Mike Sarin (Thomas Chapin, Myra Melford) on drums and Chris Speed (Human Feel, Tim Berne) on sax. 

Elements of free jazz, composi​tion, and noise make this an exception​al example of the best of what is hap​pening in New York today.

	Briggan  KRAUSS
	"300"
	1998
	66:03
	label: Knitting Factory Works (New York)

Briggan Krauss [a s, a s with mute, clairbone]; Wayne Horvitz (см.) [synth, nord lead, p]; Kenny Wollesen [d, perc].

Seattle is a breeding ground for many of New York's finest musicians. Briggan Krauss may not be the first, but he has definitely made a huge musical splash in New York as one of downtown's most valuable players. On '300' Krauss teams up with fellow Pigpen member Wayne Horvitz, and Kenny Wollesen for a record which was virtually written as it was played. The result is an amazing collection of short, masterfully executed compositions interspersed with Krauss' flawless playing.

	KRONOS  QUARTET
	In Formation
	1982
	33:36
	label: Reference Recordings edition.

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

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

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

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

	KRONOS  QUARTET
	Monk Suite
	1985
	40:31
	Kronos Quartet Plays Music Of Thelonious Monk with Special Guest -- Ron Carter (см.).

	KRONOS  QUARTET
	Music by:

Sculpthorpe

Sallinen

P. Glass (см.)

Nancarrow (см.)

J. Hendrix
	1986
	49:04
	

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

all compositions by Terry Riley (см.)

1. Sunrise Of The Planetary Dream Collector

2. G Song

3. Mythic Birds Waltz

4. Cadenza On The Night Plain

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

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

Riley, who was born in California in 1935, studied formal composition at the University of California at Berkeley. At the time, while he was working as a ragtime jazz pianist, he fell under the spell of jazz visionary John Coltrane and also began exploring the inner workings of tuning systems with music's first minimalist, LaMonte Young. [...]

Riley also taught at Mills College in Oakland, where the Kronos Quartet took up residence during the latter half of the '70s. David Harrington, the quartet's first violinist and friend to the composer, began to suggest that he write for the ensemble. The string quartet is a medium with almost limitless appeal to composers Riley soon succumbed. He developed a real enthusiasm for string sonorities, as they were the perfect medium through which he could accomplish the vocal intonations he practiced in his Indian singing. Working with Kronos also enabled him to overcome his reluctance toward writing for ensembles, since he could have a collaborative relationship with Kronos that allowed space for his improvisational composition style. It took two or three years for Riley's quartets to be completed.

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

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

(всю дополнительную информацию к диску см. в ‘Alternative’ section: Terry Riley)

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

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

	KRONOS  QUARTET
	Five Tango Sensations
	1991
	26:50
	KRONOS  QUARTET /  Astor  PIAZZOLLA (см.)

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

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

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

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

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

	KRONOS  QUARTET
	Henryk Gorecki: String Quartets 1, 2
	1993
	46:18
	Electra Nonesuch Records (USA)

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

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

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

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

	KRONOS  QUARTET
	Morton Feldman: Piano And String Quartet
	1993
	79:33
	KRONOS  QUARTET with  Aki TAKAHASHI [p]

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

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

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

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

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

	KRONOS  QUARTET
	Tan Dun: Ghost Opera
	1997
	35:46
	Nonesuch Records

Kronos Quartet and Wu Man [pipa].

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

CD I:

1. String Quartet #1 (1966)

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

3. String Quartet #2 (1980)

4. String Quartet #3 (1983)

CD II:

1. - 5. String Quartet #4

6. Collected Songs Where Every Verse Is Filled with Grief

«Kronos’ marvelously well-judged interpretations made [Schnittke’s quartets] seem like the distillation of a lifetime’s experience.»   --  The Guardian

Альф—так Альфреда Шнитке называли его московские друзья. Понятно, что случайно подобные сокращения не образуются. Мне представляется, что в этом как-то отразилась экзотика существования Шнитке посреди советского московского быта: как будто среди нас оказался бы пришелец с Марса.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Феномен Шнитке, о котором я говорил, был бы невозможен без его работы в кино. В те годы, когда сочинения Шнитке редко звучали в советских концертных залах, музыка для фильмов служила не только отдушиной, но и лабораторией: так композитор мог экспериментировать с новыми идеями и приёмами. С некоторы​ми из кинорежиссёров у Шнитке сложились особенно тесные взаимоотношения, -- например, с Ларисой Шепитько. Эта русская красавица поставила фильмы, вошедшие в золотой фонд русского кинематографа 70-х годов: "Ты и я", "Восхождение", "Прощание". Музыку к ним написал Шнитке. Шепитько поги​бла в автомобильной катастрофе, когда ей был 41 год. Её памяти Шнитке посвятил струнный квартет #2. Здесь можно услышать отзвуки величавых древнерусских песнопений. В этой музыке выражена любовь Шнитке к России, её природе и людям.

Хотя между квартетами #1 и #2 пролегло расстояние в 14 лет, их можно читать как главы одной книги. В первом квартете Шнитке, по тем временам, вызывающе нон-конформен в своем последовательном использовании серийной техники. Это -- манифест Шнитке-авангардиста. Не зря партийные чиновники сразу объявили эту музыку "антисоветской". Шнитке, напротив, объяснял, что ему в этом квартете хотелось передать процесс творчества. В кульминации там всё внезапно распадается, чтобы в конце вернуться к начальной строгой серии из две​надцати звуков. Прыжок ко Второму квартету грандиозен -- не только временной, но и стилистический. А выглядит он абсолютно естественно. Как заметил Давид Харрингтон: "Ты закрываешь последнюю страницу предыдущего квартета, откры​ваешь первую страницу следующего -- и понимаешь, что именно эта музыка должна была появиться". Как хрупкий мостик между первыми двумя квартетами воспринимается "Канон памяти Стравинского", в котором Шнитке воздал омаж одному из своих любимых мастеров.

Центральная идея струнного квартета #3 -- карнавал музыкальных цитат, знаменующий новый период в творчестве Шнитке: "полистилистический". Здесь Шнитке с этим не вполне согласен. Он настаивает на роли интуиции, когда ком​позитор не пишет музыку, а как бы "записывает" её, словно расшифровывая уже существующую партитуру. В этот момент, по словам Шнитке, композитор под​ключается к какому-то чудесному источнику вдохновения. Вот почему -- добавляет Шнитке -- каждое великое произведение кажется слушателям давно знакомым: они его уже "знают", ибо оно существовало "всегда".

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

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

Соломон Волков

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

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

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

JOHN’S BOOK OF ALLEGED DANCES

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

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

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

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

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

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

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

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

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

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

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

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

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

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

GNARLY BUTTONS

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

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

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

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

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

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

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

O Lord steer me from that Perilous Shore

Ease my soul through tempest's roar.

Satan's leering help me firmly turn away

Hurl me singing into that tremulous day!

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

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

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

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

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

              --------------  John Adams

Berkeley, California January 1998

	KRONOS  QUARTET
	Kronos Karavan
	1999
	62:53
	Kronos Quartet: 

David Harrington, violin; 

John Sherba, violin; 

Hank Dutt, viola;

Jennifer Culp, cello
featuring: 

1. Pannonia Boundless 6:08 (AleksandraVrebalov)

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

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

Zakir Hussain, tabla

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

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

Taraf de Haidouks:

Anghel "Caliu" Gheorghe, violin

Constantin "Costica" Lautaru, violin

Ionel "Ionita" Manole, accordion

Narin "Marius" Manole, accordion

Cristinel Turturica, cymbalum

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

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

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

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

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

Kayhan Kalhor, kamancheh 

ZiyaTabassian, tombak

11. Ecstasy 8:33 (Ali Jihad Racy)

Ali Jihad Racy, nay 
Souhail Kaspar, tar

12. Misirlou Twist 4:20 (Nicholas Roubanis)

Martyn Jones, drums

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

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

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

	KRONOS  QUARTET
	THE TIGER LILLIES with KRONOS QUARTET:

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

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

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

	Uwe KROPINSKI
	Dancing With The Bass
	1989
	41:57
	label: ITM

Uwe Kropinski [ac g, perc]; David Friesen [oregon bass, shakuhachi].

1. French Festival

2. Madonna

3. Flute Piece

4. April

5. Dancing

6. Song of Switzerland

7. The Riff

8. Family Song

	Uwe KROPINSKI
	Berlin Concert
	1991
	69:36
	label: ITM

Uwe Kropinski: ac g, perc

Compositions and production: Uwe Kropinski

#1.-4. Bernarda Albas Haus

#5. Gitabla

#6. Kolner Walzer

#7. Trio for One Guitar

Мало того, что здесь мы встречаемся с необычайным мастером гитары, так он ещё и большой души человек, и музыка его не менее необычайна.

It gives me great pleasure that this concert is being released on CD for two special reasons. First is, that this recording was taken live in my home town. And second is, that now we have the year 1991 and I started playing the guitar exactly 25 years ago. So, whoever listens to this recording today, hears somebody playing, whom the music in general and in particular guitar, meant everything since.

My musical path was everything but the straight-and-narrow and here's to hoping it stays that way. I began with beat music because of its popularity in the Sixties, which for the new generation at the age of 14 was phone to modernity.

Many people that time actually gravitated to the guitar. I didn't let mine go from that time on, thanks to fashion. Basically a few Beattes songs in the beginning, then a switch to rock music; but there's so much music to choose from and you've got to get it off the ground somehow, this means private lessons, music study. Jazz guitar, Classical; but eventually, you meet people who don't want to give up in the struggle for real music invention.

These are the people to hook up with. --

The instrument is a power tool of communication. And if you allow all the opportunities to function in your playing, then perhaps something absolutely new and unexpected comes knocking; perhaps.

If not, the joy of making music maintains, which I've never lost and have no fear of losing in the future. Because possibilities of making music are endless. And there are many musicians seeking and perhaps will create

something they don't even think about in the moment.

This CD is dedicated to them.

	Uwe KROPINSKI
	Faces
	1997
	68:59
	label: ITM

Uwe Kropinski – nylon & steel string acoustic guitar, percussion.

rec. 1997 in Cologne

	Joachim   K(HN
	Situations
	1988
	39:36
	Joachim KUHN – см. тж. с: Ornette  COLEMAN; Jacques BREL; Jean Francois  JENNY–CLARK;

free jazz

label: Atlantic

Joachim Kuhn – piano (Bechstein en piano)

All compositions by Joachim Kuhn

Rec.: Dec. '85 at Hansa-Studio, Berlin

“... His remarkable technical mastery and his virtuosity evoke Lizt, while the song within and the density bring him closer to Coltrane.”

“In the heart of improvisation, the explosion of the ins​tant. From vertigo to trance. Intense, inevitably intense.”

	Joachim   K(HN
	Let's Be Generous
	1991
	50:48
	free-fusion
label: CMP

Joachim Kuhn [p, k], Mark Nauseef (см.) [d, gongs & cymbalis (Korean, Balinese, Chinese, Japanese & Germanese), Chinese drums, Temple bells, Metal plates, ‘Magic Drum’, ADD II, Junk], Tony Newton [b], Miroslav Tadic [g]. 

“Joachim Kuhn knows how to transport us through in​credible maelstroms of his own creation, though never before has he touched us so much. An inherent simpli​city.” (Alain Tercinet, Jazzman)
The Prophet (E. Dolphy) ............................12’ 00’’

Senegal (Kuhn) ........................................... 4’ 13’’

Avant Garage (Tadic) ................................ 2’ 21’’

a) Mali Mis Zubonja

b) Plums

c) Serga

Always Yours (Kuhn) .................................. 5’ 43’’

Something Sweet, Something Tender (E. Dolphy) ..... 3’ 00’’

The Captain And I (Kuhn) .......................... 4’ 06’’

Heavy Hanging (Kuhn) ................................ 4’ 29’’

Don’t Disturb My Groove (Kuhn) .............. 3’ 20’’

Snake Oil (Newton) ....................................... 1’ 23’’

Bintang (Nauseef) ......................................... 1’ 23’’

Kissing The Feet (K, N, N, T) ....................... 8’ 28’’

	Joachim   K(HN
	Carambolage
	1992
	59:35
	free-fusion
label: CMP

J. K(HN [p], D. HUMAIR [d], J.-F. JENNY-CLARK (см) [b];  with WDR big band [reeds, trombones, trumpets](in some tunes).

“This luxuriant jazz buys back everything which sells it​self, sometimes cheaply, under the category.” (Michel Contat, Telerama)

	Joachim   K(HN
	ORNETTE & JOACHIM K(HN: “Colors”
	1997
	65:38
	label: Harmolodic

Ornette Coleman (см) [a s, tp, violin]; Joachim Kuhn [p]. All songs composed and arranged by Ornette Coleman.

      For Ornette Coleman, ‘Colors’ is yet another step into new territory by an artist whose four decades in the public eye and ear have been marked by an astonishing capacity for growth and change, and by an insatiable desire to cross all national, cultural and stylistic borders -- and to bring together musicians and musics from widely disparate backgrounds. / For Ornette's collaborator on this collection, the brilliant pianist Joachim Kuhn, ‘Colors’ is the realization of a lifelong dream. Like so many musicians who grew up in the latter part of this waning century, Kuhn's world was forever changed when he was exposed to the revelatory sound that came to be known as Free Jazz, and particularly the work of Ornette Coleman. Born in Leipzig, Germany in 1944, the classically trained Kuhn became enraptured with the thrill of improvisation at a very early age, forming his first jazz group when he was 12, and deciding to devote himself wholly to jazz shortly thereafter. By the age of 14, he was performing frequently with his older brother, clarinetist Rolf Kuhn. Joachim had already been deeply affected by the work of Miles Davis and John Coltrane, when he first heard about the music of Ornette Coleman. As he recalls it, "I heard some people mention his name, and they said 'This guy plays without chord changes.' And I said, 'Wow, this is someone I have to hear!" Kuhn says that his first contact with Qrnette's music, on such albums as ‘The Shape of Jazz To Come’ and ‘This Is Our Music’,"...changed everything for me... it was those records that encouraged me to play free music." Kuhn was also inspired to compose and perform in a wide variety of musical settings -- from his longtime trio with Jean-Francois Jenny-Clark and Daniel Humair to collaborations with rock musicians and large-scale orchestral projects -- due in no small part to the example of Ornette's relentlessly eclectic career. "His life story on record is amazing." says Joachim, referring to a discography that encompasses the classic albums of the original quartet, symphonic works like ‘Skies Of America’, and the electrified energy of ‘Prime Time’, "and every period is a masterpiece." / The collaboration between these kindred spirits came about by happy accident, as Kuhn remembers: "My agent, Genevieve Peyregne, happened to meet Ornette, and played him some of my records." It wasn't long thereafter that Ornette -- who has worked with only a handful of pianists in his career -- contacted Joachim, inviting him to perform in a duo setting at a concert in the historic arena in Verona, Italy in the summer of 1996. Kuhn accepted instantly, and returned the compliment by inviting Ornette to join him in a performance in the pianist's hometown of Leipzig that same summer. It is the latter performance that is captured on ‘Colors’. / Joachim reports that the personal and musical rapport between the two musicians was immediately evident, and that the cultural chasm that would seem to separate them was nowhere to be seen: "Even though he came from the other side of the world -- musically and geographically -- we found out quite quickly that it was not difficult to play together... He had written 12 new tunes especially for these performances, and by the time we played in Leipzig, we were very comfortable with the music and with each other, and it sounds really spontaneous." / It is a tribute both to Ornette's genius as a composer and to Joachim's remarkable gifts as a pianist that the music here, which represents a brand-new collaboration, seems as mature and fully realized as anything Ornette has done in any previous context. The intuitive bond between the two master musicians is uncanny. / Joachim -- like others before him, from Charlie Haden to Jerry Garcia -- remarks on Ornette's extraordinary gift for making musicians feel at ease, and able to express themselves fully and freely: "His words to me were, ‘In music there are no leaders.’ He encourages you to be yourself. Besides being a beautiful man, he is a huge inspiration." / That inspiration shines as brightly as ever on ‘Colors’. -- Gary Lambert

	Sergey   KURYOKHIN
	The Ways Of Freedom
	1981
	54:32
	Сергей  КУРЁХИН -- см. тж. с: Anatoly VAPIROV
Чтобы полнее ознакомиться с биографией и творчеством Сергея Курёхина (или "Курешка", как ласково величают его в народе), советуем вам посетить сайт www.kuryokhin.spb.ru , посвящённый этому уникальному человеку.
    см. тж. очень интересные проекты курёхинских музыкантов: ‘Vershki da Koreshki’; Вячеслав ГАЙВОРОНСКИЙ & Александр ВОЛКОВ
label: Leo Records, edition 2001: Golden Years of New Jazz

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

Sergey   KURYOKHIN – solo piano.

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

1. Theory and Practice - 7'00

2. The Wall - 2'23

3. The Rules of the Game - 2'11

4. Archipelago - 8'44

5. No Exit - 1'47

6. The Inner Fear - 4'02

7. The Other Way - 15'46

8. The Great Escape - 4'43

9. Fresh Air - 4'20

10. New Dawn - 3'29

Music by Sergey Kuryokhin

Recorded in Leningrad April 2, 1981

Original LP produced by Leo Feigin

Released with three bonus tracks previously unissued

Transfer to digital by Alan Mosley

Engineered by Stan Wijnans at LMC Sound, London

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

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

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

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

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

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

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

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

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

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

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

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

	Sergey   KURYOKHIN
	GOLDEN YEARS OF THE SOVIET NEW JAZZ (см.), Vol I; (4 CD Set):

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

1. Matinee (solo piano) - 6'01

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

(same as "Matinee")

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

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

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

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

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

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

	Sergey   KURYOKHIN
	Новогодняя Поп-Механика
	1985
	63:28
	one-track recording

	Sergey   KURYOKHIN
	Don Carlos
	1986
	56:56
	label: Solyd Rec., first edition: 2001

Previously unreleased recording.

Pop Mechanics, live in Leningrad 1986.

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

	Sergey   KURYOKHIN
	Insect Culture
	1987
	49:38
	remix 1998

1. Insect Culture      45’45’’

2. Blue Blouse           03’53’’

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

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

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

Leningrad: 

1. Pure Rose  8:20

2. Live at Leningrad  7:09

Riga:

3. Отец   20:37

4. Сын   24:04

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

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

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

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

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

1. Intro 1 (0.32)

2. Nobody Nose (38.37)

3. Intro 2 (0.13)

4. Two For Tea (12.53)

5. Just A Rehearsal  bonus track  (12.51)

	Sergey   KURYOKHIN
	Polynesia
	1988
	65:05
	label: Solyd Records,  edition 2000

1. Introduction to the History (21:53)

S.K. [piano, prepared piano]

2. Introduction to the Culture (21:51)

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

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

3. The Last Play 1

4. Pop-Mechanics
5. Machine-Mechanics
6. Western
7. Marriage
8. Psychedelics
9. Donna Anna

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

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

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

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

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

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

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

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

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

------ Сергей Курёхин

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Ялександр Кан

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

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

--- Салон АВ

	Sergey   KURYOKHIN

	Popular Science
	1989
	73:01
	label: Rykodisc (USA)

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

Compositions:

Seeing Red

My Little Plants

Foreign Accents

Rattlesnake Round-Up

My Amazing Rat

The Concept of Concept

Out, Tako Sauce

Sales Pitch

Sugagaki #2 For Conlon

What Makes Shadows?

Electricity vs Foods

Frozen Reflection

Pepper & Soap

The Magic Soda Fountain

Onion In A Closet

Right Paw – Left Paw

Cash Calls Hell

Barking Dogs vs Minimalists

Rattlesnake Round-Up Reprise

	(Sergey   KURYOKHIN)
	April In Japan
	1989
	62:40
	Японский диск переиздан в 2000

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

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

Сергей КУРЁХИН – p, k, v
Валентина ПОНОМАРЁВА (см. в ‘Alternative’) – v 

Владимир ТАРАСОВ – s 

Владимир ЧЕКАСИН (см.) – d 

John ZORN (см. в ‘Alternative’) – s 

Bill LASWELL (см. в ‘Alternative’) – b 

Kazutoki UMEZU (см.) – s 

Ayuo TAKAHASHI – el g

Yuji TAKAHASHI – k 

Haruna MIYAKE – p 

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

	Sergey   KURYOKHIN
	Liverpool
	1989
	71:04
	label: Solyd Records, edition 2000

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

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

-- Сергей Курёхин

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

-- Sergei Kuriokhin

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

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

1. Live in Liverpool (1989)   60:03

Bonus track:

2. Festival in Leningrad (1984) 10:59

Previously unreleased recordings.

Sergei Kuriokhin – piano. Music by S.K.

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

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

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

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

*****  «PLAY» рекомендует:

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

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

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

	Sergey   KURYOKHIN
	Some Combinations Of Fingers And Passion
	1991
	62:03
	label: Leo

solo piano

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

one-track recording

	Sergey   KURYOKHIN
	Sparrow Oratorium                "Four Seasons"
	1993
	46:56
	Sparrow Oratorium is a Norwegian - Russian collaboration which aspires to give humanity new inspiration and energy to strive for a better environment worldwide. Through music and creativity, we aim to work together across divisions of nationality and artistic divergence. Therefore, it is a great and momentous pleasure to be able to present Sergey Kuryokhin’s new masterpiece. In the words of the composer and artist, “Put the music on, turn up the sound and let the energy flow.”

	Sergey   KURYOKHIN
	Pop Mekhanika. Ибливый Опоссум [live in France 1991]
	1994
	62:24
	Человек человеку — опоссум, мастурбант и хлорофил
Sergey Kuryokhin with: Aleksandr Lyapin [g]; Mikhail Kostyushkin [sax]; Aleksandr Titov [b]; Sergey Letov (см.) [b clar, t s]; Andrey Romanov [ac g]; Sergey Schurakov [accordion]; Boris Shaveynikov [d]; Aleksandr Kondrashkin [perc]. All music, arrangements, wild things & album concept - Sergey Kuryokhin.

	Sergey   KURYOKHIN
	Sergey KURIOKHIN & Keshavan MASLAK: 

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

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

e-mail: maslak@bridge.net 

1. Dear John   24’38’’

2. Cage   25’12’’

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

	Sergey   KURYOKHIN
	V.VOLKOV / S.KURIOKHIN / K.MASLAK:

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

Collective improvisations by the musicians

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

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

	Sergey   KURYOKHIN
	Kenny MILLIONS (Keshavan Maslak) & Otomo YOSHIHIDE: "Without Kuryokhin"
	1996
	49:55
	label: Long Arms, 1999. http://www.avantart.com/longarms  

Kenny MILLIONS (см. тж.: K. MASLAK) [s, cl, g, v]; Otomo YOSHIHIDE [sampler].

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

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

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

	Sergey   KURYOKHIN
	SKIF – 5
	2001
	68:08
	Международный Фестиваль Сергея Курёхина.

1. POP-MECHANICS I (IN FRANCE)
2. FRANK LONDON / CURTIS HASSELBRING (USA)
3. PIERRE MOERLEN'S GONG (FRANCE)
4. ME NAISET (FINLAND)
5. TOTALITARNAVA MUZYKALNAYA SEKTA (ST. PETERSBURG)
6. RAZNOTRAVIYE (RYBINSK)
7. GRANT AYRAPETYAN (ARMENIA)
8. HANZ REICHEL / RUDIGER CARL (GERMANY)
9. BOLOT BAIRYSHEV (ALTAY)
10. OUTBREAK (DENMARK)
11. VOLKOV / STAROSTIN / SHILKLOPER (RUSSIA)
12. ME NAISET (FINLAND)
13. METAMORPHOSIS (AUSTRIA)
14. ALIM  KOSIMOV (AZERBAIJAN)
15. DOCH MONROE I KENNEDY (ST. PETERSBURG)
16. POP MECHANICS II (IN FRANCE)
СКИФ... Его музыкально-художественную направленность определить так же трудно, как и трудно было описать то, что составляло ткань курехинских действ. Любые перечисления - джаз, рок, фольклор и пр. мгновенно отдают сводящим скулы занудством. Всевозможные более или менее новые термины - пост-модерн, новая музыка, авангард - настолько расплылись, что ни о чем уже не говорят. Да к тому же при всей расплывчатости они - даже вместе взятые - не вмещают разбросанности звука и мысли. Тут и эпохальные вехи прошлого - Пьер Морлен по специальному заказу СКИФа восстанавливает легендарный "Гонг"; и появившаяся не так давно, у нас пока мало известная, но совершившая музыкальную революцию радикальная еврейская культура" представленная нью-йоркским дуэтом Фрэнк Лондон - Лорин Скламберг; и целый норвежский десант во главе с "нашим человеком" в Осло Мишей Альпериным; и электронные аудио-визуальные перформансы московского Термин-центра; и европейская композиторская изощренность голландца Тео Ловенде; и чувственность "цыганского рока" А.Ф. Скляра; и интригующий новый сплав музыкального радикализма Летова-старшего с идейным радикализмом Летова-младшего, и чуть ли не глобальная панорама этнической музыки - от Карелии до Суринама, от Тувы до Фарерских островов. Ну и еще как всегда тьма-тьмущая самой замечательной музыки, театра, перформанса и еще черт знает чего, что с трудом вмещается в даже огромные пространства Дворца Молодежи.

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

--- Александр Кан

	Fela Anikulapo- KUTI    (FELA)        
	Overtake Don Overtake Overtake
	1990
	61:00
	 afro-jazz / worldmusic 

rec. in London

Большой джазовый состав из натуральных африканцев. Драйвовая биг-бендовая музыка, простая, но абсолютно очаровательная в своей непосредственности.


