	Рекомендуем статьи на этномузыкальные темы

 – в файле ‘XTRA_ESSAYS’
Материал расположен по регионам с востока на запад: от России и Кавказа (Азербайджан см. в секции Asia) по Ирландию и Испанию (кроме латины: см. секцию ‘Latina’).

Музыку, относящуюся к европейскому средневековью, см. тж. в файле ‘Medieval’. 

Музыка балканского региона – см. тж. исполнителей направления Klezmer в файле ‘Asia 1: Israel’

В этой секции разделы:

SLAVIC (славяно-балканский регион) 

GREECE,  CRETE

ITALIA

CAUCASUS

SCANDINAVIA (with GREENLAND and ICELAND),  BALTIA 

DEUTSCHLAND,  AUSTRIA,  SWITZERLAND

CELTIC: BRITAIN / IRELAND

FRANCE / BRITANNY

ESPANA / BASQUE


SLAVIC (славяно-балканский регион)
К группе славяно-балканского и цыганского фольклора можно причислить KLEZMER – см. в файле ‘Asia 1: Israel’

	The  DMITRI  POKROVSKI  Ensemble
	The Wild Field
	1991
	32:39
	label: RealWorld Rec. http://realworld.on.net./rwr 

All songs traditional. Researched, adapted and arranged by D. Pokrovski. Recorded in performance at Real World Studios, England.

The music on this album represents a tiny fraction of their vast repertoire. It specifically belongs to a small region of Southern Russia bordered by two rivers, the Don on the east and the Dneiper on the west, with Moscow close to the north border and the Ukraine to the south. The area became known by the name ‘wild field’ because it has no natural barriers to protect the peasants from their enemies. Despite countless attacks many ethnic groups have managed to survive.

1. Mosquito

2. Oak Forest

3. Slow Kaliuki (Extract)

4. Pine Tree

5. Slow Kaliuki (Extract)

6. Porushka

7. Lullaby

8. Geese Fly

9. Fast Kaliuki (Extract)

10. Sadko

11. Fast Kaliuki (Extract)

12. Where Have You Been?

13. Three Sisters

14. On The Street

	The  DMITRI  POKROVSKI  Ensemble
	Les Noces (The Wedding)
	1994
	54:15
	label: Elektra Nonesuch

“The Wedding” and Russian village wedding songs performed by Pokrovsky Ensemble with: Tatyana Kazanskaya, Mikhail Korzin [violins]; Alexander Danilov [vargan]; Sergey Zhirkov [gusly]; Victor Shubinsky [perc]; Katerina Zorina [village lamenter]; Ramiz Akhundov [rehearsal pianist]; Tatiana Smyslova [choirmaster].

 Director: Dmitri Pokrovsky.

1. Play, Skomoroshek

2. River

3. Trumpet

4. – 7. Igor Stravinsky ‘Les Noces’

8. Cosmas and Demian

9. The Drinker

10. Green Forest

11. God Bless, Jesus

12. My White Peas

13. Steambath

14. Berry

15. Black Beaver

16. In The House

17. Bunny With Short Legs

18. The Bed

19. Birch Tree

THE WEDDING

The Russian wedding ceremony (svadba) is a complicated and often lengthy ritual. The wedding songs on this recording are presented in a sequence typical of a real wedding ritual. Each of the songs has been included because it offers specific similarities or contrasts to the melodies and texts that Stravinsky used in Les Noces. Dmitri Pokrovsky and members of his ensemble learned these songs from village singers and reproduce them here in their tradition​al performance style. The following wedding description has been compiled from numerous expeditions of Dmitri Pokrovsky and his Ensemble. In Southern and Western Russia the wedding ritual consists of three main sections: matchmaking, the engagement and the wed​ding ceremony.

Matchmaking is the most private part of the wedding ritual. Revered older men (svaty) begin the negotiations for the groom on an appoined evening in the house of the bride. The matchmaking delegation poses as hunters or merchants and attempts to exchange pleas​antries with the father of the bride or the master of the house. The master of the house accuses them of being thieves and tries to force the delegation from his house. The match is recognized when the master of the house gives the svaty bread and the svaty give the master vodka. At no time is the match spoken of directly.

The engagement is called Propoy which comes from the word propivat, literally meaning to "squander on drink." The father of the bride drinks a glass in a symbolic gesture to demon​strate his agreement with the match. Details of the wedding are discussed, people are assigned roles and the first wedding songs, "Cosmas and Demian" and "Propoinick" ("The Drinker") are sung as a type of communal blessing. The main goal of the Russian wedding is acceptance by the whole community. "The Drinker" offers a lively teasing narrative sung to the father of the bride.

The bride then begins her lament, which from the engagement to the church ceremony can last as long as two weeks. The sound of the lament is loud, exaggerated, and weepy. These laments are performed by the bride or by specially invited lamenters. The laments have vari​ous texts but are mostly farewells to the bride's family.

The podruzhki or maiden friends of the bride sing songs to accompany or frame the bride's lament.

The night before the wedding ceremony the bride and groom are ritually cleansed in steam-baths or small cabins outside the main house. The washing is believed to offer protection against the evil eye.

On the day of the ceremony, the bride's laments have reached a feverish pitch. According to tradition, the bride will leave her family forever to become a member of her groom's clan. While the bride is lamenting and her friends sing songs like "Trumpet," "Green Forest" or "River," Svashenka, the braid destroyer, unplaits the bride's single braid and removes the scar​let ribbon from her hair. The scarlet ribbon and single braid are symbols of virginity. Friends of the bride's family try to calm the bride and reassure her by singing songs such as "Play Skomoroshek" and "Steambath."

Preparations at the groom's house on the morning of the ceremony resembles an army preparing for battle. The groom and his friends and relatives are all named for characters in Russian royalty. Druzhka, the groom's best man, organizes the groom's army of young men to sing blessings like "God Bless, Jesus." Next, the wedding train is organized to travel to the house of the bride. The train is a series of carriages organized strictly according to hierarchy. There is much singing, dancing, and drinking during the journey. "In the House," is a typical song sung by the relatives of the groom as a type of wedding march. When the train arrives at the bride's yard, the gates are locked, and protected by a group of young men with sticks. Peace talks begin with Druzhka as the main negotiator. If Druzhka is successful the gates will be opened for a toll of vodka and jokes. However, on one expedition the Pokrovsky Ensemble saw a yard devastated by a wedding battle.

After the groom is inside the bride's yard, songs like "Berry" are sung as the bride and groom meet. The couple are then seated together on a fur coat at the "honored place." The guests eat, drink, and sing songs ike "Black Beaver" to the father of the bride urging him to prepare a sumptuous wedding feast. The parents of the bride and groom bless the young cou​ple with bread, salt and the family icon. The wedding party departs for the church. The par​ents of the bride and groom are not allowed to go to the church ceremony. (Stravinsky was aware of this tradition, for he closes the third tableau with the two mothers crying alone.)

The church wedding ceremony is called "The Coronation" because the bride and groom stand underneath crowns. After the ceremony, the guests travel to the house of the groom. The groom's mother and father, holding bread and salt, meet the newlyweds. The guests sing songs such as "My White Peas" to the mother of the groom. Presents and songs are sung as the bride and groom are again seated in the honored place. Each character in the wedding has a specific song sung to him at this time. For example "Bunny with Short Legs" is sung to the bride. A married couple warms up the bed for the newlyeds and Druzhka negotiates the return of the bed to the bride and groom wih alcohol. If the groom is impotent, Druzhka will person​ally replace him. Guests shout encouragements and various obscenities as the bride and groom leave for the bed. "The Bed" is sung at this moment.

	(The  DMITRI  POKROVSKI  Ensemble)
	POKROVSKY ENSEMBLE:

“Mother Russia”
	2001
	53:33
	label: FivePro Records (Moscow)

Recorded June 7-16, 2001, Moscow.

Produced by Alexander Volkov, Lev Orlov, Nikolai Vlasov.

«Это не сувенир, это сама сокровищница русской души...»

«С этой музыкой в вашем доме вы избавитесь от любой нечисти, притаившейся по углам!»

When Russian Soul Is Singing.

All Russia together with the mysterious Russian soul reveal them​selves in Pokrovsky Ensemble's songs. Some of them are still heard in the remote isolated from the mass culture rural districts, either among the descendants of the first pomors, i.e. Russian inhabi​tants of the White Sea coast, or in the Southern steppes at Cossack villages on the banks of the Don river. Cossacks are descendants of an old free farmer-warrior class and their songs differ a lot from the tunes of the severe Russian North. But even the last older folks cannot recall many melodies. All music one can hear at the concerts of Pokrovsky Ensemble is due to its decades long expeditions to various corners of vast Russia. Actors implanted themselves into the communities, danced and sang with the rural people, Upon their return to Moscow they staged the best melodies at the pro theaters. Thus the actors have accu​mulated and studied some 2 000 songs, melodies, chastooshkas (short humorous songs) and religious psalms making their collec​tion a true treasure of Russian and world culture. An archeologist may find a masterpiece of a gone epoch. At best he would describe it in a newspaper or TV interview or he would hand it over to a museum. Findings of Pokrovsky Ensemble obtain their new life at the theaters, in records, in feature and documen​tal movies.

Today a listener in Russia itself may find it difficult to understand why should a bride cry on the eve of her marriage, Marriages open the door to happiness think modern brides. But their predecessors would cry their heads off over farewell to an old life with the parents.

«Russian folk tales are real miracles. Everyone is a piece of poetry», said the most famous Russian poet Alexander Pushkin. One can say the same of our folk songs as well.

Doomed to oblivion, the old Russian folk culture is still alive largely due to the efforts of this ensemble founded by Dmitry Pokrovsky in 1973. After his death in 1996 these glorious activities are being carried out by the old and new actors of his chorus. These efforts prescribe immortality to the Russian folk poetry and music.

1. Down Volga Mother River                       3:04

The Don river Cossacks' song. A drawling song about a famous Cossacks' ata​man (chief) Stepan Razin who headed a farmers' uprising in the middle of the 17th century and was considered a symbol of free life. This song is a core of a folklore drama "Boat" depicting glorious deeds of the ataman and his fellow companion-in-arms
2. Arrow                                           1:44

Bryansk province of West Russia (Polesie region of West Russia is considered the cradle of all Slavic peoples. That is why one can find the oldest songs, tunes and rituals there). This song dates back to the era of pagan cults (some 2000 years ago). It was a part of an ancient spring ritual of farmers' magic.
3. From the Forest                                  2:24

The Don river Cossacks' song. Mounted men's song in military marches of the 19th century.
4. Let's Go Riding, Guys!                            2:36

Archangelsk province of North Russia. One of a numerous lyric airs sung at hen parties at bride's home.
5. Honey Grass                                  1:45

The Don river Cossacks' song. A dance tune in which Cossacks usually demon​strated their military bearing and imitated combat movements.
6. Parable of Prodigal Son                          2:35

Smolensk province of West Russia. A spiritual poesy of strolling musicians with the so called wheel-lyre. These string-key musical instruments were widely played throughout medieval Europe.
7. Stinging Nettle                                   2:38

The Don river Cossacks' song. A lyric song of a girl saying good by to her loved one going to the march, The girl is begging her friend to take her along with him.
8. Tsar's Banner                                    1:31

Ataman Nekrasov's Cossacks (Ataman  Nekrasov's Cossacks were a detachment of the Don river Cossack army beaten in a famous Bolotnikov's rebellion at the beginning of the 17th century. After that defeat this detachment had to flee to Turky. The Cossacks lived there for some 360 years and returned to Russia in the sixties of the 20th century.) A historic song on a big dwelling of Cossacks from the Don river to Turky. “Forgive me and good by, glorious river Don.., Should I be alive, I’ll come back to you".

9. Kalyuky                                        1:56

Belgorod province of South Russia. Kalyuky is a primitive musical instrument with its fast (for chastooshkas) and slow tunes performed by men only.
10. From the Gates                               1:42

Vologda province of North Russia. A lyric song performed at hen parties and during posidelkies (winter evening young people's gatherings at which the young girls collected their dowry).
11. Mother Russia                                   3:41

The Don river Cossacks' song. A drawling historical song on ataman Platov, a Patriotic War of 1812 hero. Is considered an anthem of the Don river Cossacks. «Oh Russia, Mother Russia, Mother Russian dear soil, how many woes you've suf​fered, bloody battles you have seen!»
12. Walking on the Grass                           1:31
Archangelsk province of North Russia. A round dance lyric song performed at rural feasts with almost all inhabitants participating.
13. It started raining                                    2:51

Kursk province of West Russia. A traditional tune with pipes and vargan playing, A son is begging his father to approve his choice for marriage.

14. In Seredinskaya Street                           2:09

Belgorod province of South Russia. A dance tune with a scythe as a percussion musical instrument.     

15. My Fellow Horsemen                         1:30

The Don river Cossacks' song. Mounted men's march song of Patriotic War of 1812 with playing the tambourine.
16. The River                                        2:12

Kaluga province of West Russia. This wedding party song was sung on the first day of the wedding when the bride's plait was coming unplaited and a married woman's head-dress was being put on, Following the customs a bride at that time kept crying and saying farewell to her family and premarital life.
17. How a man got old                           1:25

Nekrasov's Cossacks. An old-believer's penitential spiritual poesy.
18. Psalm 104                                      3:24

103 in Russian numeration. As sung by Molokane sect from the beginning of the 18th century.
19. Our Lady, the Virgin, fill your heart with joy         0:57

A traditional tune of the Orthodox Church ceremony from the 19th century.

20. At the Sunset
2:25

Murmansk province of North Russia. A wedding party song with one of the most poetic texts about a nightingale and a birch tree.
21. Igor Stravinsky, «Ovsegne» 
0:31

This second air of the «Drinking Songs» collection is
based on folk texts. Composed for a woman's chorus.
22. Igor Stravinsky, «Kornilo» 
0:56

The first song of the «Humorous Catch-phrases" collection which is based on folk texts put down by Afanasiev for singing with instrumental ensemble (arranged by Pokrovsky's ensemble for vocal ensemble).
23. Now listen to us old and older men               1:32
Tula province of Central Russia. A dance tune with rattle playing about Ivan the Terrible Tsar sung from the 16th century.

24. The Cane                                   4:04

The Don river Cossacks' song. A drawling historical song about subjugation of Siberia by Ermak's Cossack army in the 16th century.
25. Timonya                                     2:17

Kursk province of West Russia. A round dance with singing chastooshkas, The music is provided by a traditional ensemble of violin, balalaika, scythe, pipe and kughikly (a variant of Pan's flute made of river cane).

	Tamara Smyslova Ensemble “The THEATRE of the FOLK MUSIC” – ансамбль «ТЕАТР НАРОДНОЙ МУЗЫКИ имени Дмитрия Покровского»
	The Nettle – Крапива
	2001
	79:13 71:33
	label: Улитка    ulidka@mail.ru 

Established 1996. Most of its musicians have worked at worldwide known ensemble of Dmitry Pokrovsky, explorer and collector of Russian village music. The active repertoire of the group includes more than 300 songs from all parts of Russia now.

But ensemble does not limit itself only on pure folk taking part in variety of the other musical projects frequently. They have worked with such famous musicians as Peter Gabriel, Paul Winter, Vladimir Chekasin. On the account of the ensemble is participation in great number of theatric and movie productions.

The concerned listener could notice different manners of Russian traditional singing represented at this album. The whole material has been obtained at the ethnographical expeditions during the last 30 years.

Тамара Смыслова – вокал, кугиклы

Татьяна Скитикова – вокал, кугиклы, коса

Елена Сергеева – вокал, кугиклы, бубен

Сергей Жирков – вокал, колюки, новгородская балалайка, владимирский рожок

Павел Скитиков – вокал, колюки, губная гармоника, жалейка

Александр Кондюрин – вокал, колюки, варган

1. Мария-Дева. Верба (весенние обрядовые песни) – Maria The Virgin. The Willow (from the Spring ritual cycle) 

2. Полынь (песня забайкальских староверов ) – The Wormwood (by the old believers of Siberia) 

3. Знамя царское (песня казаков-некрасовцев) – The banner of the Tsar (by the cossacks of Don) 

4. На солнечном исходе (северная женская песня) – The sunset (the Northern women song) 

5. Небылица в лицах (скоморошнна) – Nonsense 

6. Добрыня (былина) – Dobrynya (epic song)

7. Павлин. Перепелка (Белгородская область) – The Peacock. The Quail (the Southern songs) 

8. Кукырики-Комарики – Limericks 

9. Совища – The Owl

10. На Середенской (хороводная, Белгородская область) – On The Street (dance) 

11. Две колыбельные (татарский цикл) – Two lullabies from Tatarian cycle 

12. Стрела (весенняя обрядовая песня) – The Arrow (ritual song) 

13. Каравать (свадебная) – The Bed (wedding song) 

14. Тимоня (плясовая) Timonya (dance) 

15. Крапива The Nettle

The Nettle = 38:53  + bonus tracks [from non-released 2000] = 41:21 + 71:33

	SIRINE
	Chants des Pelerins de Russie
	1998
	60:06
	label: Chabin Communication (France)

Enregistre a Paris en julliet 1998 par Jean-Claude Chabin.

Le Choeur Sirine de Moscou

Direction: Andrei Kotov

Chants Spirituels du Peuple Russe.

Chants des Pèlerins de Russie

01. Bénis le Seigneur, ô mon âme
4'58
02. Le Chant de l'Ange
3'08
03. Voyez les Forces des Anges
1 '44
04. Louez le Seigneur du haut des Cieux
2'14
05. Venez, vénérons Joseph
5'03
06. Chant des Chérubins
7'52
07. Vous, Colombes
2'08
08. Seigneur, je crie vers Toi
3'04
09. Lecture de la Prophétie de Noël et Ta Nativité, Seigneur notre Dieu
2'05
10. Aujourd'hui, le Christ naît à Béthleem
5'28
11. Un grand et glorieux Miracle
1 '30
12. Une Joie nouvelle nous est née
1 '22

Drame populaire en 4 parties "Le Roi Hérode" 

13. a. Le Massacre des Innocent : Textes
0'58
14. b. Une Joie nouvelle 1) Don de Dieu
1'45
15. 2) Texte : "Quelle Joie!"
0'44
16. 3) Gloire à Dieu
2'16
17. c. La Plainte de Rachel ; 1 ) Textes
 1 '49
18. 2) Ne pleure pas, ô Rachel
1'45
19. 3) Texte de l'Ange "Ne pleure pas"
0'17
20. 4) Toi seul qui es Immortel
3'00
21. 5)ShenKhar.
2'21
22. d. La Mort d'Hérode ; 1 ) Textes
1'28
23. 2) Comment vécut l'homme pécheur
3'21
Remerciements à Ivan Drobot, au Père Alexandre Kedroff et à Olga Baygufova.

Toute notre gratitude a Serguei Starostine, […]

	SIRINE
	Putnik (Russian Pilgrims)
	
	64:48
	label: Opus (France)

Sirine Ensemble

Andrei Kotov – director

For  centuries  PUTNIK  -- wandering musicians – marched through the Russian countryside. From village to village   they sang spiritual poetry to popular melodies, spreading the word of God. Rediscover today this unique and ancient  Russian heritage with a CD of the Sirine Ensemble, the only choir to still uphold this rich tradition.

	NE TE
	Suffering
	2002
	74:18
	label: Long Arms http://www.longarms.net 

Rec. 2001

Елена Сергеева – голос, перкуссия

Сергей Жирков - голос, балалайка, владимирский рожок, курская дудка, белгородская калюка, псковские гусли, гитара, бубен, варган

Эдуард Сивков – саксофоны, эффекты, перкуссия

Михаил Юденич (см. ZGA) – барабаны

Елена Сергеева и Сергей Жирков пели в знаменитом ансамбле Дмитрия Покровского, но предпочли несколько лет работать дворниками, чтобы подготовить свою первую программу в стиле «авант-фолк» - на стыке новой импровизационной музыки и фольклора. Лет пять назад они выпустили два диска с модным «Ансамблем 4:33», позднее к дуэту присоединились два джазовых авангардиста - смоленский барабанщик Михаил Юденич и вологодский саксофонист Эдуард Сивков. В прошлом году четверка выступила в Екатеринбурге. И вот теперь фирма «Длинные руки» выпустила запись этого концерта - первый совместный диск музыкантов под названием «Страдания». 

-- Дмитрий Ухов
Бывают же такие совпадения: в июле 1991 года Всесоюзное радио командировало меня в Нью-Йорк. Билета у меня не было, я провел ночь в Шереметьево и уже отчаялся улететь, когда выяснилось, что очередным рейсом "Аэрофлота" туда летит Ансамбль Дмитрия Покровского. Дима (которого почему-то в какой-то момент вдруг стали звать Митей) убедил "Аэрофлот", что я лечу освещать их поездку, и место мне нашлось. В нью-йоркском аэропорту им. Кеннеди мы с Ансамблем расстались, но через десять дней встретились вновь - оказалось, что и обратно мы летим вместе. Если память меня не подводит, именно там Лена Сергеева впервые призналась мне, что интересуется отнюдь не только народной музыкой. А еще года через три-четыре появилась у меня со своим мужем - Сергеем Жирковым, тоже участником Ансамбля Покровского. Оказалось, что из Ансамбля они оба ушли, работают дворниками (во МХАТе) и уже кое-что записали вместе. Честно говоря, записи представляли собой, скорее, "протокол о намерениях", чем что-то определенное. Но уже тогда было понятно, что намерения эти самые серьезные и что творческий потенциал у будущего дуэта такой, что в, казалось бы, извечных народных традициях они слышат то, что поддается развитию. У Лены обнаружилось редчайшее свойство - импровизировать, не лишая при этом народные тексты смысла, свойство, которого начисто лишены те, кому это вроде бы должно быть присуще от природы, а именно -джазовые вокалисты. А Сережа, оказалось, наделен не менее редкой способностью -интуитивным ощущением того, что именно из народных песен и инструментальных наигрышей будет "слушаться" в контексте современной музыкальной импровизации, в том числе и джазовой. Точнее - новоджазовой. Нельзя сказать, что до Лены и Сережи никто у нас не пробовал соединить фольклор и джаз. Наоборот, в советские времена это было, чуть ли не обязательным условием, но из-под палки мало у кого могло получиться что-то органичное. Разве что спонтанные встречи Ансамбля Дмитрия Покровского с джазменами - от "Арсенала" Алексея Козлова и трио Вячеслава Ганелина до джаз-группы "Архангельск" и американца Пола Уинтера, внушали надежду на то, что этнический джаз на материале русского фольклора - не утопия. Справедливости ради надо сказать, что в Ленинграде в середине 80-х собрались местные народные исполнители и джазмены и записали программу "Кого нету, того жаль". Но продолжения их опыт, увы, так и не нашел бы. Если бы не Лена и Сережа. Свой дуэт они смело назвали "НеТе". Их, действительно, принимали не за тех, кто они на самом деле. Есть такое понятие "гражданин мира", и у граждан этого мира есть свой музыкальный фольклор. Который называют еще world music ("мировая музыка"). У нового музыкального мира - new world music ("новая мировая музыка"). Между прочим, свою совместную запись с гражданином мира Полом Уинтером "Курский фанк" Покровский подарил мне для заставки программы "Вся музыка мира", когда его ансамбль записывал для моей программы те пьесы, которые позднее вошли в компакт-диск фирмы Elektra/Explorer вместе со "Свадебкой" Игоря Стравинского. Сквозь "Курский фанк" прослушивается хор "Миллионы, обнимитесь" из 9-й симфонии Бетховена. Но для того, что делают "НеТе" подойдет не только определение "новая мировая музыка", но и другое: авантфолк - от слов "авангард" и фольклор. "НеТе" и в самом деле - в авангарде. Они сразу же очутились в том музыкальном мире, где не боятся никаких экспериментов - на первых двух своих дисках, выпущенных практически одновременно в 1997 году - они пели с Ансамблем 4:33 минималиста Алексея Айги. Так уж случилось, что эти диски были продолжением другой моей программы просуществовавшей, увы, всего полгода аван-техно-радиостанции "Субстанция". И на одном из дисков - "Falls" - звуковой фон "He-Тем" и Ансамблю 4:33 создавал диджей Кубиков. Лена и Сережа были и в числе участников исторического концерта в московском центре "ДОМ" с эпохальным произведением минималиста Терри Райли "In С", открывавшим фестиваль Альтернатива-Y2К-2000 (как и "Falls" и этот первый диск собственно "НеТех", его выпустила фирма "Длинные руки"). Любопытно, что другой диск дуэта "НеТе" и Ансамбля 4:33 назван "Сказки сестер Гримм" (SoLyd Records). Очень точно! У немецких сказочников эпохи романтизма

братьев Гримм фольклор - мужского рода, он доминирует, в конце XX века - народная музыка становится "женственной" - от ее бракосочетания с авангардом, собственно, рождается то, что у нас есть только у "НеТех", ставших квартетом. Именно джазовое ощущение рождения музыки здесь и сейчас отличает квартет от техно-и хеви-фолка "Костромы" и "Ивана Купалы", "Волги" и "Белого острова", потому что к дуэту присоединился сначала саксофонист Эдуард Сивков из Вологды, а затем и барабанщик Михаил Юденич из Смоленска. Примечательно, что оба из провинции, то есть - оттуда, где еще ощущается дыхание вечности - фольклорной традиции. Хотя саксофонист Сивков - участник новоджазового "Оркестра Московских Композиторов" и организатор фестиваля "Вершки Да Корешки". А Юденич - бессменный ударник проекта "Зга", первого и все еще лучшего нашего коллектива "шумового" авангарда, идущего от футуристов начала XX века. Будь моя воля, я распечатывал бы тексты песен "НеТех" и изучал бы их на уроках русского языка. И сразу бы становилось слышно, как из совокупности местных народных традиций рождается "вся музыка мира" - "День Седьмой" на материале китайской эротической поэзии заставляет вспомнить духовный гимн "A Love Supreme" - "Высшую Любовь" Джона Колтрейна. А "47-й месяц" Жиркова - какой-то одесский ритм-энд-блюз. И саксофонист Сивков сделал из белорусской "Искорки" вокальный ансамбль в стиле ямайского даба. Голос Лены Сергеевой в "Лоще" - это квинтэссенция традиции - той исполнительской традиции, что сохранилась до нашего времени на пластинках легендарной Аграфены Глинкиной. Ее же - Лены -"Княгиня" - этот тот самый heavy-folk, который зарождался в Восточной Европе в начале 80-х, но был сметен волной постперестроечной коммерции. И удержался на плаву только благодаря венгерке Марте Шебештен и моравской цыганке Иве Биттовой. Общность фольклорных идей обнаруживает общность традиций: все русские дети знают "баю-баюшки-баю не ложися на краю". Сергеева и Сивков в своей версии этой колыбельной ("Баи") напоминают Бенджамина Бриттена - у него есть колыбельная, в которой мать чуть ли не кричит на ребенка: "Когда же ты, наконец, уснешь". А упомянутая Ива Биттова прямо поет "Не ходите по краям". То есть фактически цитирует Велимира Хлебникова. В общем, связи авангарда и фольклора гораздо теснее, чем порой кажется. И это, прежде всего, живая материя живого звука. И "НеТе" ее воплощают - вопреки "тем", кто считает, что все это уже давно пора сдать в музей. И благодаря как раз "He-Тем" все эта традиция все еще жива.

--- Дмитрий Ухов автор и ведущий программ Радио России "Вся музыка мира" и "Хождение за три моря", Председатель Московской ассоциации джазовых журналистов

	NE TE
	ENSEMBLE 4'33'' & the NE TE: 

"Sister Grimm Tales"
	1997
	57:02
	label: Solid Records

All lyrics – traditional

4' 33'': Alexey Aigi [vln]; Andrey Raev [cl, bass cl]; Ioulia Bederova [k, second kalimba]; Maxim Ivanenko [g]; Sergey Nikolsky [b]; Nikolai Lgovski [perc];

NeTe: Lena Sergeeva [v]; Sergey Zhirkov [v, Russian zither, balalaika, vladimir’s horn, kalyuka].

	NE TE
	ENSEMBLE 4'33'' & the NE TE: 

"Falls"
	1997
	63:15
	label: Long Arms

4' 33'': Alexey Aigi [vln, conductor]; Andrey Raev [cl, bass cl]; Pavel Karmanov [k]; Maxim Ivanenko [g]; Sergey Nikolsky [b]; 

NeTe: Lena Sergeeva [v]; Sergey Zhirkov [v, gusli, balalaika, vladimir’s horn, kugikly, kalyuka, ocarina]; DJ Anton Kubikov [t-tables, loops, samples].

	TOORAMA
	Mordvin Songs
	1997
	59:51
	label: Finlandia Records (Warner), Innovator Series.

Территория Мордовии находится в самом сердце России – Верхнее Поволжье, между Москвой и Уралом. Этот диск представляет чисто фольклорный материал, в превосходном исполнении. Рекомендуем!

Traditional Erzya-Mordvin folk songs from the Republic of Mordoviya (Russia).

Toorama, a group specializing in traditional polyp​honic Mordvin vocal music, was founded in 1990. Two of the four founding members are still in the present lineup of seven musicians, whose back​grounds range from folk music scholar to pop music artist.

This disc focuses on the Erzya Mordvin tradition, but the group's repertoire also includes songs from the Moksha, Shoksha and Karatai Mordvin traditions.

The music on this recording was collected in villages where this tradition is still thriving. The repertoire of Toorama also includes the rites and ceremonies usually linked to the songs. In performing these, the group not only conveys the tradition to their audiences worldwide but transmits it to future generations too.

After the group was founded, similar folk music ensembles founded by young people began to emerge elsewhere, and Mordvin polyphonic vocal music has been taken up by non-Mordvin groups in Russia and in Finland, for instance. Toorama has appeared at major folk music festivals in Scandinavia and Britain, and in 1994 they were judged the best folk music group in the Russian Federation.

Erzya Mordvin polyphony is based on two superim​posed melodic lines a fourth apart; the interval sounding at junctures is usually a second or a third. This is what distinguishes the Erzya Mordvin tradition from the Moksha Mordvin tradition, where this interval is usually greater. The vividness of the songs derives from the free and subtle heterophonic varia​tion of the melodic lines, so that at times there are as many different notes sounding simultaneously as there are singers participating.

	Nadezhda BABKINA – см. ниже с: Mikhail ALPERIN "Folk Dreams"
	
	
	
	

	Vladimir MARTYNOV
	Night In Galicia
	2001
	70:15
	label: Long Arms Records

e-mail: longarms@avantart.com  http://www.longarms.net 

Composed by Vladimir MARTYNOV (1946)

Lyrics by Velemir KHLEBNIKOV (1885-1922)

Performed by OPUS POSTH Ensemble (Ensemble Director and solo violin: Tatiana Grindenko)

and Dmitry POKROVSKY Folk Ensemble

Conducted and produced by Tatiana Grindenko

1. A-A-A O-O-O Eh-Eh-Eh EE-EE-EE OO-OO-OO ...14:41

2. The meadow's lowing now is sinking...............7:00

2.1. The meadow's lowing now is sinking.....4:03

2.2. Refrain (instrumental)...2:57

3. Your lips are the black grouse's brow ............6:22

3.1. Your lips are the black grouse’s brow ...3:23

3.2. Refrain (instrumental)...2:59

4. Wind, is that you? .......................................3:50

5. In the gorge where the dog rose blooms .........4:15

6. As the future's my witness ...........................8:02

6.1. Refrain (instrumental)... 1:50

6.2. As the future's my witness... 1:13

6.3. Refrain (instrumental)... 1:53

6.4. So – with windswept tresses...0:55

6.5. Ah, Vila, Vila... 2:11

7. Ever these shades draw me in .....................2:40

8. And there, in that other shade, you scatter the thronging clouds of flies .........1:55

9. Like a black wind  ....................................2:16

10. From an old rowboat’s transom ..................8:01

11. Wind, you hear, this deed is frightful!............2:55

12. La! La! La! ................................................1:03

13. Shepherds, hurry to your fields ..................6:50

«Ночь в Галиции» написана Владимиром Мар​тыновым на стихи Хлебникова и тексты русских народных русалочьих песен. Сам композитор называет своё произведение «оживающей ру​салкой музыки».

Концепция «Ночи в Галиции» раскрывается в ан​титезах-противопоставлениях. Противопостав​ление исполняющих одну но​ту мужчин и женщин — народного хора и камерного ансамбля, в абстрактной плоскости — противопоставление Востока и Запада, право​го и левого, Инь и Янь, человека и природы... Эти сопоставления-контрасты приводят к полной перестройке музыки и музыкального действа (в процессе исполнения певцы, и в самом деле, несколько раз переходят с одного места на дру​гое), намёком на возможную будущую гармонию (как в общем, так и в музыкальном смысле)... Бесспорно — этот, официально выпущен​ный в России западный компакт-диск, безуслов​но, станет событием года.

--- Play
"Ночь в Галиции" написана в 1996 го​ду специально для Opus Posth и Ан​самбля Дмитрия Покровского. Тек​сты Велимира Хлебникова ("Ночь в Галиции" и "Лесная тоска"). Вот что пишет в буклете Владимир Марты​нов: "К концу средневековья музыка стала изменять своим соседям по квадривиуму — арифметике, астрономии и геометрии. Музыка сблизилась с грамматикой, риторикой и диалекти​кой — дисциплинами, образующими тривиум, за что и понесла суровое на​казание, попав в сети литературы. На протяжении всего нового времени, по​добно хлебниковской русалке, музыка изнемогала и билась в этих коварных сетях".
Все сочинения Мартынова, напи​санные с середины 70-х, когда он при​шел религиозному служению, поне​воле воспринимаются сквозь призму его идеи "о конце времени композито​ров". Так называется его книга, после которой, как говорит сам Владимир Иванович, многие коллеги перестали с ним здороваться.
Каждый раздел "Ночи..." начинает​ся стандартно — как бы сначала, почти с нуля: разогревается всё более ча​стым дыханием фраз и мотивов (так сказать, с равномерным ускорением), и, наконец, обрывается стандартно— на ритмическом полуслове, на неустойчивой гармонии.
Высокая степень типизации мышле​ния, конструктивная монотония дают ощущение "одной и той же музыки", которую крутят перед тобой в разных вариантах. И это, разумеется, не про​счёты автора — Мартынов слишком техничный композитор. Это просто-напросто признаки канонического творчества. В первом приближении можно сказать, что Гайдн тоже писал свои последние 12 симфоний — "Лон​донских"— по единой схеме. Правда, уже во втором приближении оказыва​ется, что для него она была не схемой, а устойчивым алгоритмом творения (можно, кстати, с большой буквы). Причём более устойчивым, чем те дан​ные, которые обрабатывались соглас​но этому алгоритму. Третье приближе​ние (впрочем, тоже очень грубое) убеждает в том, что важнейшие собы​тия у Гайдна происходят именно тогда, когда алгоритм даёт сбои. А поскольку алгоритм (дыхание формы) "первее" данных (музыкального материала), получается, что сами сбои в системе (или нарушения симметрии, или оста​ток) — это и есть средоточие метода. Я бы назвал его "улыбкой творца" (опять же можно с большой буквы, впрочем, как кому нравится).
Приблизительно такова Гайднова метафизика; она может служить при​мером естественно сложившегося ка​нонического сознания. Метафизика Мартынова гораздо более осознанная. Поэтому она производит впечатление несколько искусственной (или, мягче, более искусственной) — впечатление, которое усиливается отсутствием того самого остатка. "Ночь в Галиции" на​цело делится на метод. Метод не даёт сбоев. Творец не улыбнётся.
И это тоже понятно. Слепой монах Хорхе из романа Умберто Эко "Имя розы" истово отрицает, что Христос когда-либо улыбался. Мартынов — религиозный художник; возможно, для него нет ничего выше... ну, ска​жем, метода, системы, алгоритма. Го​воря музыкально, слово выше музыки (конечно, при условии, что это сло​во — не литература, а то можно "поне​сти суровое наказание, попав в се​ти .."— см. выше).

Вот именно — Хлебников дтя Мар​тынова не литература. Вернее, композитор берёт богатейший текст Хлебникова не в качестве поэтиче​ской основы, а в качестве идейной точки опоры. Он истолкован как со​всем иной род словесного творчества, превращён в обширную аллегорию. Это символизм, наступательный, как гортанное архаическое пение Ансамбля Покровского: ночь в Галиции, по сло​вам Мартынова, и есть вся эпоха ав​торской музыки.
Древний крестьянский календар​ный фольклор, пляски вокруг "кресла белого песчаника", половые антифоны девушек и юношей, долго поющих раздельно (чисто музыкально, впрочем, вполне целомудренные) — все это, очевидно, обозначает произвол композиторов, бунт этих гордых не​смиренных индивидов. Конец же, где рассеивается дохристианский морок (автор говорит о нём как о "естествен​ном течении могучего музыкального истока"), сладок и изящен. Это мора​лите, подобие нежного гимна новых времён. Забыты языческие заклина​ния. "Поспешите, пастушата,—/Ни видений, ни ведуний". Наступает эра новой красоты. Идеал этой красоты — некий бесп(и)лотный барочно-классицистский микст наиболее общих формул. К тому времени Владимир Мартынов его уже создал. Было это в Magnificat.
"Ночь в Галиции" впечатляет силой и тонкостью музыкальных мыслей (это именно композиторское искусст​во!) — и откровенной идейностью, служебностью музыки вообще на уров​не разделов форм и их сопряжений. Музыкальная мысль Мартынова бьёт​ся, как русалка, в тенётах его идей. Не знаю, запланирован ли этот эффект биения самим композитором, но дей​ствует он весьма успешно. Например, поражает соседство, а затем и одно​временное звучание псевдокалендарно-фольклорных нарочито примитив​ных хоровых заклинаний и тончай​ших канонов у струнных.
Исполнение не оставляет желать лучшего. Похоже, что люди, участву​ющие в пении и игре, действительно открывают себя "для естественного течения могучего музыкального исто​ка". Конечно, никакого "отсутствия ав​тора", никакого "конца композитора" нет в этой полно​кровной музыкальной ткани, несмотря на то что составле​на она лишь из музыкальных догма​тов, придуманных автором для собст​венного пользования. Мартынов именно композитор, а отрицание ком​позиторского творчества — ну... может, фишка у него такая. Мы же зна​ем, что такое стиль: это человек.

---- АудиоМагазин 

55-летний композитор, музыковед, специалист по истории богослужеб​ного пения в России и культуролог Владимир Мартынов – определен​но в моде. Его концерт​ные сочинения инсце​нируют Анатолий Васи​льев и Юрий Любимов. За последние полтора года в России вышли три его авторских компакт-диска.

Мартынов – теоретик и практик – счита​ет, что время композиторов кончилось. А на​шим современникам остается только сми​ренно склоняться перед гениями прошлого. Собственно, все творчество самого Мартыно​ва примерно с середины 80-х – это герменевтика: истолкование одного текста при помо​щи другого. Пожалуй, мало кто так остро ощущает не только связь времён, но и един​ство «всей музыки мира» - от классики и эле​ктрифицированного рока до обрядового фольклора и знаменного распева. По мне​нию Мартынова, все тексты уже написаны, остается их только творчески толковать. В сущности, концертное исполнение для Мар​тынова – почти то же, что и массовое тиражирование, то есть не цель, а неизбежное зло. Не случайно его единомышленник и пер​вый исполнитель многих его сочинений пиа​нист Антон Батагов лет пять назад окончательно отказался от концертной практики. Теперь Владимир Мартынов (между прочим, окончивший консерваторию и по классу фортепьяно) играет свои «Танцы Кали-Юги (эзотерические)» сам. Но зато вместе с ним его постоянные исполнители: ансамбль древ​нерусской музыки «Сирин», Ансамбль удар​ных инструментов Марка Пекарского и Opus Posth Татьяны Гринденко. В рамках фестива​ля впервые будет исполнена музыка к спек​таклю «Илиада» Школы драматического ис​кусства Анатолия Васильева. А сам компози​тор Мартынов предстаёт ещё и в амплуа ху​дожника-концептуалиста.
--- Еженедельный Журнал

	Vladimir MARTYNOV
	Hymni
	2000
	63:08
	label: Long Arms   www.avantart.com/longarms 

Performed by Vladimir Martynov Opus Posth, directed (and violin) by Tatiana Grindenko + Mark Tucker [tenor]; David James [countertenor].

1. Canticum Fratris Solis Vel Laudes Creaturarum – The Canticle of Brother Sun (San Francesco di Assisi) 33:57

Magnificat Quinti Toni 29:03

2. Magnificat

3. Quia Respexit

4. Misericordia

5. Deposuit

6. Suscepit

7. Gloria

#1 – rec. in Loccum (Germany); #2 – 7 – rec. in Lochenhaus (Austria).

Тут не обойтись без упоминания труда Владимира Мар​тынова "Культура, иконосфера и богослужебное пение Московской Руси". С одной стороны, книга принадлежит православному человеку. С другой — очевидно, что автор — практикующий музыкант. За самыми абстрактными поло​жениями стоит живой слуховой опыт. Автор поправил бы: духовный опыт. Рассматривая звук как прелесть (в церков​ном смысле), Мартынов всю историю западно-европейской музыки объясняет и прослеживает как отпадение от бого​служебного пения. По Мартынову, оно достигло своих выс​ших форм одновременно с появлением понятия об авторе музыки. Далее возникла система "богослужебное пение — музыка"; баланс внутри неё смещался в сторону музыки, так что даже и ранняя авторская музыка для церкви уже не досягала духовных высот богослужебного пения. Рассмат​ривается путь Западной и Восточной церквей — с выводом, что Западная всё более секуляризовалась, дрейфуя в сторо​ну искусства; а наследие не разделённого ещё христианства перешло от Византии к Московской Руси.

Это наследие — оазис Красоты посреди красивого — на​до пытаться реставрировать не научно, но в себе. Марты​нов, например, уверенно заявляет, что невозможна ника​кая реконструкция древнерусских песнопений, если ис​следователь занимается музыкой, а не творит молитву. Очень живо описана молитвенная практика и её связь со строением богослужебного пения как целостной системы.

Исключительной по смелости и плодотворности пред​ставляется мысль о том, что гигантский масштаб европей​ской профессиональной музыки и её резкое отличие от всех традиционных культур суть не что иное, как результат распада системы богослужебного пения: эта последняя заключала в себе колоссальную энергию, которой хватало на образование всё новых стилей и форм. Хватило, говорит Мартынов, до сегодня. На завтра уже не хватит, а потому музыкантам надо действовать уже не в музыке (так как она только следствие), а в области духа. Мартынов помещает музыку — как профессию и состоя​ние сознания — в го​раздо более широкую духовную перспекти​ву. Книга написана старомодным несует​ным языком со множе​ством повторов. Мартынов будто вслушива​ется в звучание своих концепций — так же, как в своих сочинениях слов​но бы мыслит ими, минуя звуки. Книга и музыка для Мартынова — две стороны одного и того же. И то, и другое суть средства.

Риск — основа всякого не​лицемерного искусства. Мартынов рискует тем, что пишет в расчёте на адекватного слушателя, которого, может быть, и не существует. В этом смысле благостно-пустынные юбиляции смыкаются с крайними проявлениями «новой сложности».

"Песнь брата Солнце" на текст Франциска Ассизского представляет монаха в пустыне, поющего хвалы Господу — поначалу скромные, а потом всё более экстатические. Арха​ические приплясывания струнных напоминают о Давиде, пляшущем перед Ковчегом Завета. Opus Posth звучит с могучим ветхозаветным драйвом, ничуть не уступающим "Кронос-квартету". Это, пожалуй, самое поразительное на диске: аутентизм ансамбля, который реально можно услы​шать, простирается от архаизма не то арабской, не то ви​зантийской монодии до изысканной слабости струнных XVIII века. Таким стилевым диапазоном не может сегодня похвастаться ни один из российских коллективов.

Если "Песнь..." изображает состояние сознания, которое досягает Красоту, ещё не имея за душой никакого художе​ства, то Магнификат пятого тона — собрание музыкаль​ных красот последних трёх веков. Их тут можно музыко​ведчески вычислять. Можно услышать и некоего неопре​деленного Моцарта, и что-то вроде русской музыки до Глинки (скажем, Алябьев), и отзвук гайдновских кварте​тов. Имеется также отдалённое подобие юбиляций, похо​жих и на орнаментику византийского пения, и на баховские аллилуйи. Но в то же время принцип соединения текста и музыки весьма далёк от классицистского. Все об​разы Магнификата положены на "одну и ту же" музыку, прекрасную и почти неизменную в каждой из семи частей. Этот конфликт скрыт за мелодико-гармоническим фаса​дом. Часть за частью нежный голос контратенора выводит абсолютные формулы благоговения, "не принадлежащие никому". Но в том и дело, что Мартынов не просто соби​рает их в одном месте, но через прямое столкновение не​совместимых стилевых черт выявляет их сверхзвуковую, метамузыкальную общность.

(Примерно такие формулы, квазибарочные, квазиклас​сические, Шнитке заклеймил в своей музыке как символ зла, дьявольского соблазна и прелести. Особенно отчётли​во говорит об этом музыка Альтового концерта — в нём кадансы-реверансы, приятные во всех отношениях, разру​шают форму и ведут к финальной катастрофе. Это взгляд модерниста через левое плечо: там прошлое, культура, всем доступная тоника-доминанта и вообще поле деятель​ности разных нехороших сил. Красивого следует опасаться, потому что в него рядится бес. Обманке-красоте, по Шнитке, надо противопоставить неложный пафос и лич​ное, монологическое музыкальное мужество.)

Сказал же Гюго, что гений есть тот, на кого похожи все, но кто ни на кого не похож. Мартынова можно назвать ге​нием навыворот. Он, напротив, похож на всех — но никто не осмелится быть похожим на него. Потому что метод Мартынова основан на отказе от индивидуального стиля. Ведь именно индивидуальный стиль в музыке, по Марты​нову, является выразителем, проводником, следствием красивого. А от него, как уже было сказано, надо отказать​ся ради вне-стилевой над-индивидуальной Красоты. Есть понятие опевания: это когда мелодия вращается вокруг одного звука. Два сочинения Мартынова исторически опевают европейскую музыку. А поскольку оба — о Красо​те, то послание диска читается так: Красота пребывала до музыки и пребудет после музыки.

Итак, в сочинениях, записанных на диске (равно как и в других работах последних лет), композитор доискивается не красоты музыкального стиля, а Красоты как таковой— что поддержано ангельским пением солистов и ангель​ской игрой. Сверхзадача автора есть чистая утопия. Тем она и хороша: уверенность в невозможном даёт этим зву​кам редкое духовное натяжение, делает их реальными знаками неслышимого. 

--- АудиоМагазин

	Boris FEOKTISTOV & Bill LASWELL
	Russian Chants:

“Parastas”

(ambient mix)
	2001
	49:55
	Bill Laswell: Mix Translation, Bass/Beats, Ambient Construction

Robert Musso: Engineering, Processing, Guitar

Produced and directed by: Hisao Hirala, Yoshinaga Kakimi, Natsuko Samejima, Yuytaka Tokue, Naomi Miyata. Mastered by Masayo Takise.
1. COLD CHAMBER: The Great Litany / Alleluia tone 8 Troparion the 1st the 2nd / The beginning "Bless be, O Lord" Troparion "Give repose, O Lord / The Small Litany / "Repose, Our Soviour"

2. FOUR SIDED VORTEX: "Repose, Our Soviour" / The Small Litany

3. RELATIVE MOTION: "I cry and sob" / "With the spirit of the Just" / The Insistent Litany

	Иван КОЗЛОВСКИЙ
	Старинные Романсы
	1940-е
	66:32
	label: Correct
1. Я ВСТРЕТИЛ ВАС (неизвестный автор — А.Пушкин)

2. ВСЕХ ЗАБУДУ, ВСЁ ПОКИНУ (старинный романс)

3. ГОРИ, ГОРИ, МОЯ ЗВЕЗДА (П.Булахов)

4. СВИДАНИЕ (П.Булахов)

5. НЕ ПРОБУЖДАЙ ВОСПОМИНАНИЙ (П.Булахов)

6. ВЫХОЖУ ОДИН Я НА ДОРОГУ (С.Танеев — М.Лермонтов)

7. ВЫ НЕ ПРИДЁТЕ ВНОВЬ дуэт с А. Неждановой (старинный романс)

8. НЕ ИСКУШАЙ (старинный романс)

9. Я ЗНАЛ ЕЁ МИЛЫМ РЕБЁНКОМ (Н.Титов)

10. ЧТО ТЫ КЛОНИШЬ НАД ВОДАМИ (Г.Кушелев-Безбородко)

11. ПРИЗНАНИЕ (М.Яковлев)

12. НА СОПКАХ МАНЧЖУРИИ (С.Шатров — слова народные)

13. ВЕЧЕРНИЙ ЗВОН (русский романс — слова И.Козлова)

14. Я ПОМНЮ ЧУДНОЕ МГНОВЕНЬЕ (М. Глинка — А.Пушкин)

	Александр ВЕРТИНСКИЙ
	
	
	70:25
	Его поэзия, музыка, пение — это шедевр эпохи Русского Декаданса, последняя звезда на небосклоне Серебряного века России. Шостакович о Вертинском: "В нём музыкальности больше, чем во всех нас, композиторах, вместе взятых."

1. Чужие города (Раиса Блох — А. Вертинский)

2. Над розовым морем (Георгий Иванов)

3. Прощальный ужин (А. Вертинский)

4. Мадам, уже падают листья (А. Вертинский)

5. Без женщин (А. Вертинский)

6. Маленькие актрисы (А. Вертинский)

7. Танго "Магнолия" (А. Вертинский)

8. Маленькая балерина (Н. Грушко — А. Вертинский)

9. Маленький мальчик (А. Вертинский)

10. Пират Джимми (А. Вертинский)

11. Палестинское танго (А. Вертинский)

12. Дни бегут (А. Вертинский)

13. В нашей комнате  (В. Рождественский)

14. Песенка о жене (А. Вертинский)

15. Доченьки (А. Вертинский)

16. Алёнушка (П. Шубин)

17. Дорогая пропажа (М. Волин — А. Вертинский)

	Пётр ЛЕЩЕНКО
	Tangos, Foxtrots, Romances
	1934
	65:55
	label: Oriente Music, 1996 (Berlin)

У этого ремастера – наилучшее звучание из всех известных.

1. Serdtse (Heart) -Tango (Dunajewskij/WLebedjew-Kumatsch)
2. Musenka - Tango (O.Strok)
3. Tatjana -Tango (M.Marjanowskij)
4. Ujdi (Go Away) - Tango (Authors unknown)
5. Poj, Tsygan, Platsch, Tsygan (Sing, Gypsy, Cry, Gypsy) - Romance (B.Fomin/B.Timofejew)
6. Ty Jedjesch Pjanaja (You're riding drunk) - Romance (Pjotr Leschenko)
7. Dunja - Foxtrot (~M.Marjanowskij)
8. Nastenka - Foxtrot (Trojana Kornja/Pjotr Lescbenko)
9. Cha-Tscha-Tscha - Foxtrot (W.R.Gejman / Pjotr Leschenko)
10. Serdtse Mamy (Mother's Heart) - Tango (Z.Karasinskij/I.Kataska + Pjotr Leschenko)
11. Dawaj Prostimsja (Lets Say Farewell) - Tango (Pjotr Leschenko)
12. Moja Marusjetschka (My Little Mary) - Foxtrot (Gerd Wilnow/Pjotr Leschenko)
13. Kapriznaja, Uprjamaja (You Moody One, You Obstinate One) - Romance (A.Kartschewskij)
14. Sinjaja Rapsodija (Blue Rhapsody) -Tango (O.Strok)
15. Djewonka (Peasant Girl) - Romance (Authors unknown)
16. Senjorita - Tango (Pjotr Leschenko)
17. Bjellotschka -Tango (Pjotr Leschenko)
18. Kogda Zashgutsja Fonari (When the street lamps turn on) -Tango (P.Andrejesku/P.Leschenko)
19. Lola -Tango (Authors unknown)
20. Karavan - Romance (B.Prozorowskij/B.Timofejew)
21. Igraj,Tsygan (Play, Gypsy) - English Waltz (Authors unknown)
Track 1-3, 5-14 recorded 1935 in England. Track 4, 15-21 recorded 1935 in Riga, Latvia. Mastered and restored at Misiak Mastering, Hamburg. Using CEDAR Systems. Engineers: Sven Heise, Torsten Lenk.

Pjotr Konstantinowitsch Leschenko is the  "King of Russian Tango". From the 1930s up to the 1950s no other Russian emigrant singer could be compared to him in popularity. Not only was he famous abroad, but also in Russia, though not a single recording of his music was officially released in his own country.
Leschenko - that meant a one man musical counter-revolution, unsuited to accompany the construction of communism. People listened to his songs, anyway. In secret. His records had to be smuggled in. They arrived from the Baltic states, from England and Germany, and they were bootlegged in Russia onto so-called "ribs" - used X-ray plates. Long before Pjotr Konstantinowitsch Leschenko died in a penal camp near Bucharest in July 1954, he had become a legend. A legend whose fascination remains unbroken.
It's hard to penetrate the thicket of rumours and propaganda that has been growing about the person behind this voice. He was born on June 2, 1898 in the small village of Isacwa in South Russia, not far from Odessa, of an unmarried mother. His father was only speculated about. The most picturesque theory hints at the local big landow​ner.
With his stepfather, Leschenko moved to Kischinow in Bessarabia, a part of Russia since 1873. The teachers of the village school became aware of Pjotr's gifted musicality, his voice and his perfect ear. He learned to play the guitar without taking lessons. The First World War turned him into an emigrant against his own will: Russia's neigh​bour, Rumania, took advantage of the circumstances and swallowed up this part of Russia. In January 1918 Rumanian troops occupied Bessarabia, and overnight Pjotr Leschenko became a citizen of Rumania.
Never having learned a conventional profession he had to rely on his talents in music. Together with his Latvian wife Zinaida, a dancer, he performed a mixture of ballet and folklore. The couple caused a sensation and set off on tour: to Egypt, Palestine, Persia, Turkey. In Berlin they performed at the Russian Restaurant "Tari Bari" in Charlottenburg. But Leschenkos breakthrough as a singer happened in Riga. Zinaida was expecting a baby, so he had to perform without her - and he started to sing: he sang songs of the Russian Gypsies, songs that everyone in the audience was quite familiar with, but he sang with a voice and an interpretation that caught on. And not only with his Russian audiences. A wave of enthusiasm swept Leschenko through Europe. He tra​velled through Yugoslavia, performed in Vienna, Paris and - following Lady Laudley's wish - even in England.
In 1935 Leschenko reached the peak of his success. There was no need for him to tra​vel around to find his audience - his fans came from afar to see him: they came to Bucharest to the "Leschenko", his place which was called the "Maxim of the East". Leschenko hired the finest musicians for his orchestra. The program always started with the Gypsy songs, but the second set presented a different Leschenko on stage: a man in tuxedo, with a white silk handkerchief. Then it was time for the tangos, most of which were exclusively composed for him.
The Second World War marked his decline. In August 1944 Rumania declared war on Germany, a short time later the Red Army moved into Bucharest. Their commanding officer, General Bulganin, became Leschenko's patron. From then on Leschenko sang every night for the Red Army officers who felt most privileged finally to have the chan​ce to see the living legend on stage. When Stalin began to draw in the reins in Moscow, Bulganin had to go. The "Leschenko", the restaurant of the "white emigrant", was put into liquidation. Pjotr Konstantinowitsch Leschenko fell under the wheels of sovietization: Stage bans, only a few concerts. He was arrested on stage in his Gypsy dress, and died on July 16, 1954 in the sick bay of a camp not far from Bucharest.

	Изабелла ЮРЬЕВА
	Капризная, Упрямая
	1937-40
	71:35
	label: Cominformcenter, 1999

	Алёша ДИМИТРИЕВИЧ
	Золотые Россыпи Романса
	
	73:25
	label: Восток

1. Эх, раз, еще раз (Старинный романс)
2. Вы просите песен, - их нет у меня (Саша Макаров)
3. Звездочка полуночная (Старинный романс)
4. Ты больная с постели вставала (Старинный романс)
5. Скучно мне (Старинный романс)
6. Панама (А.Александрова)
7. Раньше я курил махорку (Цыганская песня)
8. Спускалась ночная прохлада (С.Садовников)
9. Колечки, браслеты... (Старинная цыганская песня)
10. Что делать, сердце, мне с тобой (Старинный романс)
11. Помню, помню, помню я (Песня каторжан)
12. Спускается солнце за степью (Старинный романс А.К. Толстого)
13. Доля горемычная (Старинная цыганская песня)
14. Цветы (Старинный романс)
15. Одесская любовь (Старинная песня городских окраин)
16. Последнее письмо Есенина (С.Есенин)
17. Окончен путь (Старинный романс)
18. Не сердись, не ревнуй (Старинный романс)
19. Соколовская гитара (Цыганский романс)
20. Две гитары (Старинный романс/А.Григорьев)
21. Ребята, послушайте меня (Песни городских окраин)
22. Плакучие ивы (Б.Барон/А.Тимофеев)
23. Судьба (Старинный романс)

	Lida GOULESCO
	Chants Folkloriques Tziganes
	
	32:55
	label: Buda Musique (Paris)

Цыганские песни на русском языке (так называемый "цыганский романс"). Превосходное колоритное исполнение.

(Цыгане тж. см.: Ida KELAROVA в разделе 'Rock')

1. GARI GARI (Brule, brule d'amour, Tzigane)

2. DROUJBA (L'amitie)

3. MATOUCHKA (Je m'ennuie, Maman)

4. V'OSSENIY DIENN (Un jour d'automne)

5. TSCTO ZA KHORR (Quel coeur chantait chez "Yar")

6. RASSTAVAIASS (En me quittant, elle disait)

7. ODNOMU YA TIEBE GOVORILA

8. MAKHORKA (Tabac)

9. KHODOU PARAKHOUDOU

10. GLIADYA NA LUTSC PURPURNOGO ZAKATA

11 . SVIETIT MIESSIATZ (Au clair de lune)

12. MOSKOVSKIJA OKNA (Les fenetres de Moscou)

	Aleksei BORISOV & Angela MANUKJAN
	VOLGA

(The Reincarnation of Ancient Russian Folklore)
	1999
	75:19
	Aleksei BORISOV – см. тж. ДИЧЬ АВАНГАРДА (на 'D') в секции 'Alternative'; Sergei  LETOV;

label: Exotica (Moscow)   e-mail: exotica@roust.co.ru 

Angela Manukjan [v]; Alexei Borisov [el, g, effects]; Roman Lebedev [el, k, g]; Uri Balashov [Tibetan cup, vargan, root]; Nikolai Nebogatov [ac. perc, el]. 

1. ГОЛОВА-ГОЛОВУШКА
Вторая половина XIX в. Смоленская область. Из собраний В. И. Дворцовой.

2. ВЕСНЯНКА

Первая половина XIX в. Белгородская область. В. С. Бармин "Песни крестьян ХVIII-ХIХ вв." Изд. 1970г.

3. ДОЖДЬ ИДЁТ 

Береста, примерно ХI-ХII вв. Псковская область. Из собраний Н. В. Кулиной

4. КУПАЛЕНКА

Архангельская область. Из собраний О. С. Федосовой

5. СВЯТ ВЕЧОР

Вторая половина XIX в. Белгородская область. В. С. Бармин "Песни крестьян ХVIII-ХIХ в." Изд. /970г

6. ТАУСЕНЬ

Вольная версия древнерусских обрядовых напевов

7. СОЛОВЕЮШКА

А. В. Манукян (текст и мелодия)

8. ДРЁМА

Вятская область. Из собраний М. И. Мишиной

9. КИСЕЛЬ

Архангельская область. Из собраний О. С. Федосовой

10. ПО ЗАРЕЧЬЮ

Вторая половина XIX в. Смоленская область. Из собраний В. И. Дворцовой

11. ВОЛГА-МАТЬ

инструментал

12. ЛЕЛИ-ЛЕЛИ

Вятская область. Из собраний М. И. Мишиной. Интерпретация Олега Литвишко и Владимира Рацкевича

13. ТРИ СТАКАНА 

танцевальная версия

14. ВОРОН

Текст: А. С. Пушкин. Муз. обр. Б. Б. Шульга. (ремикс Lazy Fish, Борисов, Манукян) 

Проект «Волга» создан главой звукозаписывающей ассоциации «Экзотика» Андреем Борисовым и певицей Анжелой Манукян. Им удалось заинтересовать своим замыслом известного музыканта-электронщика Алексея Борисова, работавшего в группах «Центр», «Ночной проспект» и F.R.U.I.T.S. Он привел в «Волгу» еще одного электронщика - Романа Лебедева, а также художника, собирателя и конструктора экзотических инструментов Юрия Балашова. Целый год они записывали первую пластинку группы, которая увидела свет в 2000 году. Задачей «Волги» стало соединение фольклорных текстов, этнической музыки и актуальных электронных стилей: даба, трип-хопа и эмбиента. Подвергая языческую архаику компьютерной обработке, музыканты иронизируют над собственными сочинениями. Заговоры, привороты и колдовские заклинания иногда звучат в их исполнении комически.
«Волга» регулярно участвует в фестивалях электронной и альтернативной музыки.

	Aleksei BORISOV & Angela MANUKJAN
	VOLGA:

"Live"
	2002
	71:38
	label: SKMR

Angela Manukjan: vocals

Roman Lebedev: electronics

Alexei Borisov: lo-fi electronics, guitar, back vocals

Uri Balashov: zvukosuk

1. Сговор
2. По морю

3. Грушица

4. На горушке

5. Кисель

6. Снежки

7. Веночек

8. Три поля

9. Голова

10. Молодушка

11. Сваха

12. Вереюшки

13. Псалом

14. По заречью

	Aleksei BORISOV & Angela MANUKJAN
	VOLGA:

"Bottoms Up!"
	2003
	62:15
	label: EXO

music: Angela Manukjan

except #10 by Roman Lebedev and Vjacheslav Slonim

lyrics: folklore of 12-19 centures, A. Manukjan (8,10,11)

1. Kukomoia

2. Merila

3. Jarilo

4. Druzhochek

5. Konopel

6. Kvashnia

7. Kumushki

8. Vdovushka

9. Hmel

10. Bottoms up!

11. Molodushka

12. Rusalja

13. Rain

	Aleksei BORISOV & Angela MANUKJAN
	VOLGA:
"Три Поля"
	2004
	65:10
	label: SKMR

Анжела Манукян - vocals

Роман Лебедев - electronics, special effects

Алексей Борисов - electronics

Юрий Балашов - sukozvook, tibetian cup, objects

Ник Артамонов - sound engineering

 1. Червоная Роза

 2. На Горушке

 3. Вереюшки

 4. Три Поля

 5. Псалом

 6. Снежки

 7. Грушица

 8. По морю

 9. Князь Роман

10. Плач

11. Обедня

12. Крики

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

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

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

Oslo, Norway 2/95 Mikhail Alperin

1. Oh Ne Budite

2. Sad Song

3. Russian Raga (Za nashey derevney)

4. Dansing Meadow (Suite 5 Parts)

5. Pri Doline

6. Kalina

7. Wedding in a Wild Forest (Part 1&2)

	Arkady SHILKLOPER, Sergei STAROSTIN, Vladimir VOLKOV
	XIX98
	1998
	40:17
	label: Boheme Music. http://www.boheme.ru ; http://www.bohememusic.com 

Arkady Shilkloper [alphorn F, fl h, didgeridoo, fr h]; Sergei Starostin [v, cl]; Vladimir Volkov [double bass, viola da gamba].

1. За нашей деревней

2. Таня-Танюша

3. Хоровод

4. Пока молод был

5. Э-ой ты, Ваня

6. Возрадуй

7. Вдоль по морю

На самую престижную в Европе премию Третьего канала радио Би-би-си был впервые номинирован фольклорный музыкант из России - певец и исполнитель на духовых инструментах Сергей Старостин.
Старостин - последователь Дмитрия Покровского, основателя ансамбля, в котором каждый исполнитель был еще и фольклористом-исследователем. 

Дмитрий Ухов: Скажи, когда вы с болгарским квартетом «Ангелите» вместе поете грузинскую песню - это «развесистая клюква» или сознательное движение в сторону того, что на Западе называют «межкультурный диалог»?
Сергей Старостин: Нет, не клюква. Мы - русские, грузины и даже болгары - еще не так давно были «новой исторической общностью - советским народом». Но ведь что-то от того «социалистического лагеря» осталось: хочешь не хочешь, а мы породнились, и какие бы расстояния нас теперь ни разделяли, а я все еще слышу в грузинских криманчули приемы болгарского пения.
Я часто вижу, как «развесистая клюква», о которой ты говоришь, получается: только-только у певцов из разных культур что-то начинает складываться, как продюсер говорит: стоп! Дальше не надо, публике понравится и то, что есть. Салат ведь далеко не всегда вкуснее всех составляющих по отдельности. Может быть, и мировой музыке есть смысл развернуться в обратную сторону и идти обратно к истокам? А по дороге и выяснится, что с чем можно смешивать.

Трио Шилклопер - Волков - Старостин (Петербург-Москва) - даже не трио, а триумвират. Это хорошо известно всем любителям «продвинутой» мировой музыки, которые каждый раз с нетерпением ждут, что еще нового придумали вместе лучший валторнист джаза, играющий еще и на двухметровом альпийском роге; контрабасист, специалист по музыке эпохи Возрождения; и фольклорный певец, мастер народных духовых инструментов, номинированный в этом году (2002) на премию World Music Award. 
--  ДМИТРИЙ Ухов

	Sergey STAROSTIN & VOLKOV Trio
	Once There Was Sun
	1999
	67:09
	Sergey STAROSTIN -- см. тж. с Mikhail  ALPERIN; Vladimir  VOLKOV в ‘Jazz’; AUCTION & SOYBELMAN в ‘Alternative’; VERSHKI da KORESHKI (в 'Jazz');

label: Green Wave Records e-mail: greenw@dol.ru  cheparukhin@yahoo.com 

Sergey Starostin [v, birbine, kalyuki (overtone flute), double reed pipe, prosvirelka, cl]; Slava Kurashov [g, perc, Pskov gusli]; Vladimir Volkov (см.) [double bass, viola da gamba, Pskov gusli, el bass]; Denis Sladkevich [virt. perc];

special guests: Kaigal-ool Khovalyg [v, ighil]; Juri Parfyonov [tp]; Vlad Zhukov [progr, sampling];

special dog: Ronny [voice].

Vladimir VOLKOV contact: e-mail: mmvv@mail.wplus.net 

1. Скит / Skit

2. Да приехал / Da priyekhal --  based on the traditional Russian songs of  Kursk and Tver regions 

3. Было солнце / Once there was sun – lament poem of Smolensk and Tver region 

4. Ой да не плачь / Oy da ne plach --  traditional song of  Kaluga region — "ivan da marya" 

5. Казачья песня / Cossack song --  text of traditional Cossack song — "zhavoronyonok ti moy" 

6. Калюки / Kalyuki

7. Кого-то нету / Kogo-to netu  --  traditional songs of Central Russia — "kogo-to netu, a mne togo zhal", "devki za ruki bralis" (khorovod song)

8. В поле травка / V pole travka --  traditional song of Belgorod region 

9. Что-то еще / Something else

10. В поле травка >> / V pole travka condt. – traditional song of Belgorod region, performed by inhabitant of Gloukhovka village

11. Стикс / Styx
Greenwave — это звукозаписы​вающий лэйбл одноименного агентства, лет пять назад сделавшего себе имя и накопившего пер​воначальный капитал на модном во всем мире горловом пении. В частности, на выступлении тувин​ского квартета «Хуун-Хурту». Одна​ко чем дальше, тем больше дает о себе знать фолк-роковое прошлое Александра Чепарухина — устрои​теля первых наших рок-концертов с экологическими лозунгами.

По счастью, у интеллектуалов, в том числе и у «зеленых», начиная с 80-х годов пользуются спросом не рифмованные лозунги под бренча​нье двенадцатиструнных гитар, а приличествующее их идеологии «экологически чистое» народное творчество. И на первый план по​всюду выдвигаются такие фигуры, как фольклорист, певец, исполни​тель на народных инструментах и дипломированный   кларнетист Сергей Старостин. К тому же давно подмечено, что представители раз​ных национальных традиций, как в данном случае тувинец Кайгал-оол Ховалыг и русский Сергей Ста​ростин, легче находят общий язык, если в качестве посредника высту​пают джазовые импровизаторы. Здесь они представлены ансамб​лем питерского контрабасиста Владимира Волкова «Волковтрио» и трубачом Юри​ем Парфёновым (тоже знатоком фольклора, среднеазиатского). Об​рамляющие альбом композиции-вокализы с голосом Ховалыга «Скит» и «Стикс», сэмплированные Владом Жуковым, — то, что назы​вают sombient (помесь слов somber — «мрачный» и ambient). Заглавное «Было солнце» — плач из Смолен​ской и Тверской губерний; есть ещё и фольклорный плач, популяр​ный среди джазменов — «Кого не​ту, того жаль». Оба наложены чуть ли не на трип-хоповый ритм и со​храняют соответствующий ориги​налам характер. 

--- Дмитрий Ухов, Салон AV

	STAROSTIN, KURASHOV, VOLKOV
	'Neath the Moon so Bright
	2002
	54:23
	label: GreenWave

Starostin: v, alt cl, pizhatka, fl, gusli

Kurashov: g, perc

Volkov: double-bass, viola da gamba, perc

1. Под светлым месяцем

2. По сеням

3. Быль-былинушка

4. Как у нас на синем море

5. Колыбельная

6. Вечорка

7. Дело было летом

8. Можно можно узнать

9. Ой ты Россия

10. Дорожка

	Инна ЖЕЛАННАЯ
	Водоросль
	1994
	42:42
	И. Желанная - вокал, ак гитара

А. Миансаров - клавиши, компьютер

С. Гребстель - бас, перкуссия

С. Березкин - гитара

А. Кобзон - барабаны

С. Старостин - духовые

И. Ксенофонтов - перкуссия

О. Ильдарова - арфа

А. Авраменко - скрипка 

И. Джавад-заде - барабаны, перкуссия

И. Журавлёв – гитара

 1. Сестра

 2. Только с тобой

 3. Баллада

 4. Дальше

 5. Сероглазый

 6. Колыбельная

 7. Из-под свет заря

 8. Иван

 9. Вир-вир

10. Мама

11. До самого неба

	Инна ЖЕЛАННАЯ
	Иноземец (Farlanders)
	
	60:49
	label: GreenWave  e-mail: greenwave@greenwave.polus.ru 

Инна Желанная, Сергей Старостин, Сергей Калачёв, Сергей Клевенский, Павел Тимофеев.

Наберу травы / Gathering Grass

Летай / Flу

Из-под свет заря / Twilight
Песня без слов / Song Without Words

Молчи / Keep Silent

Обрядовая / Easter Song

Северные танцы / Northern Dances 

Зеркало / Mirror

Через садик / Through The Orchard 

Сероглазый /Grey Eyes 

Колыбельная / Lullaby 

Мак / Poppy

	Инна ЖЕЛАННАЯ
	Live in Germany
	1999
	71:43
	GRCD-2000-2

Инна Желанная - вокал, акустик гитара, бубен

Сергей Старостин - вокал, кларнет, рожок, калюка, просвирелка

Сергей Калачёв - бас гитара

Сергей Клевенский - вокал, кларнет, калюка, жалейка, гайда, селийфлойт, лоу-висл, хулу-се

Павел Тимофеев - ударные

Александр Чепарухин - дарбука, джембе

1. До самого неба

2. Вир-вир

3. Из-под свет заря

4. Туман

5. Обрядовая

6. Сероглазый

7. Через садик

8. Под Киевом

9. Наберу травы

10. Сестра

11. Колыбельная

12. Мак

	Инна ЖЕЛАННАЯ
	АЛЬЯНС:

"Сделано в белом"
	2001
	77:03
	Игорь Журавлёв - вокал, гитара

Инна Желанная - вокал

Юрий Кистинёв - барабаны, бэк-вокал

Сергей Калачёв - бас, перкуссия, аккордеон, бэк-вокал, клавиши

Константин Баранов - гитара, акустическая гитара

Константин Гаврилов - клавиши, бэк-вокал

Владимир Миссаржевский - перкуссия

Сергей Старостин - рожок, калюка, жалейка, вокал

Сергей Клевенский - ирландская флейта, окарина

Максим Трефан – фортепиано

 1. Только с тобой

 2. Дальше дальше

 3. На восток

 4. Эпиталама

 5. Возле твоей любви

 6. До самого неба

 7. Встаньте братья

 8. Смерти нет

 9. Дева

10. Сестра моя ночь

11. Всадники

12. Тува 1

13. Тува 2

14. Тува 3

15. Баллада о горе

	Инна ЖЕЛАННАЯ
	Инна Желанная & Farlanders: "Вымыслы"
	2003
	66:18
	1. Валентинушка

  инна желанная - вокал

  сергей старостин - тин висл

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

2. Девки

  инна желанная - вокал

  сергей старостин - гусли

  аркадий шилклопер - альпийский рог

  сергей калачёв - бас, ак. гитара, шейкер

  игорь журавлёв - ак. гитара

  владимир жарко - барабаны

3. Вымыслы

  инна желанная - вокал

  сергей старостин - просвирелки

  сергей калачёв - бас, бубен

  игорь журавлёв - гитары

  владимир жарко - барабаны

4. По сеням

  инна желанная - вокал

  сергей старостин - вокал

  сергей клевенский - тин висл, жалейки

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

5. Пташечки

  инна желанная - вокал

  аркадий шилклопер - валторна

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

6. Купаленка

  инна желанная - вокал

  аркадий шилклопер - валторна, флюгельгорн

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

7. Танюша

  сергей старостин - вокал

  инна желанная - вокал

  сергей клевенский - просвирелка

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

8. Марьюшка

  инна желанная - вокал

  сергей клевенский - кларнет

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

9. Утки

  инна желанная - вокал

  сергей старостин - парные свирели, утки (кряки)

  сергей клевенский - лоу висл

  сергей калачёв - бас

  игорь журавлёв - гитары

  владимир жарко - барабаны

10. Рано-рано

   инна желанная - вокал, бубен

   сергей клевенский - тин висл

   сергей калачёв - бас

   игорь журавлёв - гитары

   владимир жарко - барабаны

11. Ваня

   сергей старостин - вокал, кларнет

   сергей клевенский - кларнет

12. Перепелушка

   сергей старостин - вокал

   сергей клевенский - гайда

	Mari BOINE, Inna ZHELANNAYA, Sergey STAROSTIN
	Winter in Moscow
	2001
	45:32
	label: Jaro

live in Moscow

1. Das aiggun cuozzut

mari boine - voc

sergey starostin - voc, rozjok

narodnyj prazdnik - voc

roger ludvigsen - guitar, perc

konstantin baranov - guitar

gjermund silseth - bass guitar

sergey kalachev - bass guitar

andrej misin - keyboards

jurij kistjenjev - drums

vladimir misarzjevskij – perc

2. Pesnia lesorubov

inna zhelannaya - voc

mari boine - voc

sergey starostin - voc

gjermund silseth - voc

narodnyj prazdnik - voc

andrej misin - keyboards, guitars, accordion

roger ludvigsen - guitar, perc

konstantin baranov - guitar

sergey kalachev - bass guitar

jurij kistjenjev - drums

vladimir misarzjevskij - perc

3. Korridorsangen

inna zhelannaya - voc

mari boine - voc

sergey starostin - rozjok

gjermund silseth - voc

narodnyj prazdnik - voc

everybody else (including unsuspecting passers-by) - background vocals

4. Sestra maja noch

inna zhelannaya - voc

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

konstantin gavrilov - keyboards

muratsjeldi bajrambjerdeijev - gidzjak

5. Vozle tvojei lubvi

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

sergey starostin - kaljoka

konstantin gavrilov - keyboards

6. Odinochestvo sestritsa

andrej misin - vocals, keyboads

7. Roahkkadit rohtte luodi, manazan

mari boine - voc

gjermund silseth - bass guitar, perc, voc

roger ludvigsen - guitar, perc, voc

helge nordbakken - perc, voc

8. Ballada o gore

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

sergey starostin - kaljoka

	ETHNICA MUSIC PROJECT + MOX
	Omut
	2004
	52:32
	электронная авангардно-клубная музыка с женским вокалом на темы русского фольклора

Netlenka - vocal

Mikhail Salnikov - programming, bass (2,6,8)

Omut

Thus the raven have told

Weeping bride

Frozen river

The abysm

Blue

I was not sleeping, was not slumbering

Lullaby

	The  TEREM  Quartet
	Terem
	1992
	38:45
	label: RealWorld Rec.

Russian folk  + .

Смешной они ансамбль—этот Терем-квар​тет. Смех смехом — а альбом на Real World Питера Гэбриэля выпустили. После такого шага закрадывается мысль: а не все ли на уважаемой фирме такие «приколисты»? В любом случае, к «теремам», исполняющим на народных инстру​ментах всё, что угодно—от «Цыпленка жарено​го» до Besame Mucho, теперь не придерёшь​ся. И никакой эклектики, всё цельно! Самое главное, обращаясь к такому разнообразному материалу, от классики до рока, да ещё рискованно стилизуя это под русский фольк​лор, у них не получается ни грамма пошлости. Просто очень милая музыка.

---- Play

	The  TEREM  Quartet
	Classical
	1994
	44:54
	label: RealWorld Rec.

	The  TEREM  Quartet
	1000th Concert (Live)
	1994
	64:30
	label: Womad / Real World (EMI Virgin)

Andrei Konstantinov [soprano domra]; Igor Ponomarenko [alto domra]; Andrei Smirnov [bayan accordion]; Mikhail Dziudze [double-bass balalaika].

1. OGINSKY’S POLONESE (I. Ponomarenko)

 THE SEASONS (I. Ponomarenko):

2. WINTER MORNING

3. SPRING DAY

4. SUMMER EVENING

5. AUTUMNAL NIGHT

6. FUR ELISE (L. Beethoven)

7. FUNERAL MARCH (I. Ponomarenko)

8. CONCERTO GROSSO G-MOLL (N. Budashkin)

10. ORPHAN'S WALTZ (I. Ponomarenko)

11. CHARDASH (Monti)

12. PADESPAN (A. Tsigankov)

13. KOROBEINIKI (Russian Traditional)

Этот диск – запись тысячного концерта ансамбля "Терем-квартет" в Большом Зале Государственной академической Капеллы имени М.И.Глинки 13 января 1994 года. Прекрасный строгий зал Капеллы заранее настраивает на серьёзный лад. На концерте 13 января строгость была, но не та, что синоним суровости, но – строгость вкуса. Самый взыскательный вкус, самые высокие профессиональные критерии (а им "Терем-квартет" всегда соответствовал) вовсе не противоречат юмору, остроумию, свежести и изяществу музыкальной мысли.

"Терем-квартет" – это, конечно-же, театр. Но театр особенный. В аудиозаписи Вы не увидите, разумеется, выразительной игры, мимики музыкантов, меняющихся мизансцен. Но Вы всё это услышите. Исполнитель и инструмент живут так слитно, что вместо человеческого голоса мы слышим музыкальную фразу – не менее, а может и более, внятную, "говорящую", чем реплика актёров театра драматического. Смех во время музыки – вещь редкая в солидном академическом зале, однако сами убедитесь, что слушая, например, очаровательную шалость, которая учинена с бетховенской "К Элизе", не смеяться невозможно. Так же, как невозможно остаться "холодным" к простодушному и трогательному "Сиротскому вальсу". Что же за музыку играет "Терем-квартет"? Свою? Чужую? Правильнее было бы сказать "свою чужую". Артисты фактически создали новый стиль музицирования, находящийся на грани между авторством и исполнительством. Традиционный фольклор, как правило, не предполагает интерпретаций известных классических тем. "Терем-квартет" вступает с ними в своего рода диалог, усложняя музыкальные взаимоотношения. В этом, кажется, одна из причин успеха ансамбля у самой разной публики. Так называемая "фольклорная музыка" оказывается интересна не только любителям "чистого", классического фольклора, или, наоборот, приверженцам авангардных экспериментов, основанных на нём, но и всем остальным слушателям. За тысячу концертов музыканты сыгрались так, что их слаженность, идеальное партнёрство становится источником дополнительного удовольствия, доставляемого высоким артистизмом. Теперь публика концерта в Большом Зале Государственной академической Капеллы Санкт-Петербурга, разделит это удовольствие с Вами.

	The UKRAINIANS
	Pisni Iz The Smiths
	1992
	19:46
	label: Cooking Vinyl (England).  Rec. at Woodlands, England.

Украинский прогрессив: песни на украинском языке на музыку Smiths (вокалист так же в точности соответствует манере).

All songs written by Steven Morrissey & Johnny Marr.

1. Батяр – Batyar
(“Bigmouth Strikes Again”)
2. Королева Не Померла --
Koroleva Ne Pomerla (“The Queen Is Not Dead”)
3. М'ясо — Убийство – M'yaso – Ubiystvo (“Meat Is Murder”)
4. Спивае Соловей – Spivaye Solovey (“What Difference Does It Make?”)

пересекается с CD «Ворони» № 2

	The UKRAINIANS
	Vorony (Ворони)
	1993
	45:03
	folk-rock

label: Cooking Vinyl (London)

Guitars, mandolin, domra, backing vocals – Peter Solowka 

Vocals, violin — The Legendary Len Liggins 

Mandolin, backhig vocals – Roman Remeynes (and vocal on 'Chekannya')

Accordion, backing vocals – Stepan Pasicznyk

Drums – Dave Lee

Bass guitar – Paul Dino Briggs

with thanks to:
Suzanna Semanycz-Blacioti – bandura on 'Sertsem I Dusheyu', 'Dvi Lebidky' and 'Chekannya' 

Kevin Ryan – sopilka on 'Vorony' and 'Nadia Pishla' 

Yuri Babchuk – tsimbali on 'Durak'

	The UKRAINIANS
	Kultura
	1994
	43:25
	folk-rock
label: Cooking Vinyl (London)

Peter Solowka [g, mandolin]; The 'Legendary' Len Liggins [vln, v]; Stepan Pasicznyk [accordion, v]; Dave Lee [d]; Paul Dino [Briggs bass guitar]; Michael L. B. West [mandolin, duda, p]; + 'Ukrainski Vovki' [v]; Andrew Stocks [tp]; Chris Walton [trb]; Phil Wright [slide g].

	ВЕСIЛЬНИЙ ПОДАРУНОК
	Украiнськi Виступи в Iвана Пiла
	1989
	26:40
	label: RCA (UK)

Ukrainian folk

Recorded for BBC in London, 1988.

Shaun Charman: drums 2, 3, 5, 6, 8

David Gedge: electric and acoustic guitar, backing vocals

Keith Gregory: bass guitar

Len Liggins: vocals, skripka, balalaika, sopilka

Roman Remeynes: mandolin and backing vocals

Simon Smith: drums 1, 4, 7, 9

Peter Solowka: bayan, mandolin, buben, backing vocals

1. Davni Chasy

“Those were the days”: 'long ago when we courted each other you charmed me with your beauty. We sang and danced together but now it is over and our hearts are filled with sadness. Those times will never come again.'

2. Yikhav Kozak za Dunai

“The Cossack rides away across the Danube”: a young Cossack has to go to war. He says goodbye to his sweetheart and asks her to wait for him. She replies angrily that it would have been better not to have known and loved him.

3. Tiutiunyk

Tiutiunyk is the name of a freedom fighter who after many battles is killed by the enemy.

4. Zadumav Didochok

“The old man was thinking”: an old man wants to get married but the old women don't want him and the young ones tease him. 'Old man', they would say, 'you have a goaty beard!' So he toys with the idea of going to the market to buy himself a good strong whip; then when the young women see him they would say, 'what a nice silky beard you have'

5. Svitit Misyats

“The moon shines”: a celebration of the effect of moonlight on the landscape and lovers.

6. Katrusya

“Katrussia”: 'see the apple tree flowering in the spring sun? The eyes of my Katrussia are as bright as little leaves. Why can't she be with me now?

7. Vasya Vasyl’ok

“Vasilie little Vasilie”: Vasya is a young soldier in the war who is downhearted because his sweetheart hasn't written for three weeks. His friends see that he is losing spirit and try to cheer him up: "if you have a warm heart you will rind the right girl'.

8. Hude Dnipro Hude

“The awakening”: the river Dnieper awakens from its deep slumber and soon transforms into a tumultuous roar.

9. Verkhovyno

Verchovinia is an area of especial beauty in the hills and highlands of the Carpathian mountains. The waters are flowing and there is freshness and freedom in the air. A man stands with a musket in his left hand and an axe in his right, he is in love with a girl with beautiful goose-white skin. In the distance someone is playing the sopilka and there are faint sounds of a wedding. This is a very popular song in Ukraine.

The musical traditions of the Ukrainian people have been traced back to early pre-history. Exca​vations in Ukraine have uncovered rock carv​ings depicting some of the earliest musical instruments alongside contemporary decorative patterns. Although the exact nature of the music played on such instruments is unknown, we do know that it was strongly linked to the pre-christian religions. Melody and song were means of giving thanks to the mother earth for her gifts of food and life.

Ukrainians were converted to Christianity in 988, under the guidance of Vlodimir the Great. To reinforce the new culture, the Church sought to abolish the use of instruments in worship and to develop choral music. Despite their efforts, folk music continued to be associated with seasonal celebrations and many traditional melodies were incorporated into Easter and Christmas hymns.

Ukrainian lands are very fertile. Known as the 'grain basket of Europe', the steppes have always been a temptation to aggressive neighbouring states. Consequently the Ukrainian people have lived most of the last 1000 years under foreign domination and their music bears testimony to the influence of Scandinavian, Russian, Polish, and Balkan cultures. Most of the folk tunes heard today however, originate from the 17th Century when the Cossack 'Hetman' finally freed Ukraine from foreign rule. These songs celebrate the achievements of Bohdan Khmelnitsky, Ivan Mazeppa and the Cossacks (which means Freemen), in successfully fighting off the invaders. The lyrics tell of the Cossacks leaving their homes, the battles they fought and their longing to return to the rolling steppes. Inde​pendence for Ukraine was short lived and by the mid 1700's it was under foreign control once more. It was at this time that the 'Dumy' – slow mournful tales accompanied by the Bandura — developed and flourished.

Ukrainian folk music of the 19th and 20th Cen​turies is traditionally played on the fiddle (skripka), dulcimer (tsymbalum), a plucked instrument (manclolin, domra, guitar) and drums or tambourine (buben). This is the music of 45 million people, the majority of whom live in the Ukrainian SSR, one of the founding So​viet republics in 1922. Six million Ukrainians live in other regions of USSR and a further three million are scattered throughout the western world.

NB: It is a common error to refer to Ukraine as 'the Ukraine'. This is grammatically incorrect, akin to saying 'The England', and is a linguistic ploy first used by an 18th century tsar in order to lower the status of Ukraine within his empire.

Finally, for the purists amongst you, Katrusyia, Svitit Misyats and Vasya Vasyl'ok are best described as Russian while Davni Chasy has some Jewish influeince, and of course all the songs have been westernised to some extent just because of who we are.

->SusanaBaca

	Jova STOJILJKOVIĆ 'BEŠIR' & His Brass Orkestar
	Blow 'Bešir' Blow!
	1989
	40:33
	SERBIA

label: Ace Records (GlobeStyle) (London) 1989 / 1995

Jova Stojiljkovic (см. тж. ниже с: 3 MUSTAPHAS 3)[leader, tp]; + 4 trumpets; 3 tenor horns; tuba; babanj.

Although the brass band has a central role in the musical life of villages and small towns of the southern parts of ex-Yugoslavia, in other words Serbia and Macedonia, as well as northern Greece and parts of Bulgaria, its origins are mysterious. The first known mention of a brass instrument in the area is in a text from Dubrovnik dating from 1335, which mentions a 'trumbet' – the trumpeter Dragan from Prizren, a town about 60 miles Southwest of Vranje.

We don't know the name of another trumpeter until 1876, when the soldier Uros Rakicevic is described on his gravestone as "Trumpeter 1st Class", but trumpets and horns are depicted in church and monastery frescoes throughout this period, and during the period of Ottoman domination the Turkish military bands contained brass instruments.

It wasn't until after World War 1 (possibly slightly earlier in the south east) that civilian brass bands started to be organised in the villages to play at weddings, feast days and so forth, but by the late 30s they had begun to replace the original rural instruments such as the gajde (bagpipe) and cemane (fiddle) and are currently the most popular type of village ensemble. Even young urban professionals who are generally more interested in 'rok end rol' will often say "I don't like folk music, it's so stupid – only the brass bands are good".

The composition of the groups varies slightly; generally two or three trumpets, two or three tenors, a brass bass, and a bubanj (a bass drum played with a heavy stick on one side and a light rod on the other), although in addition you can often find trombone, clarinet or saxophone and side drum.

The band which is led by Jova Stojiljkovic – "Besir" comes from the village of Golemo Selo which despite its name (it means huge village) is not a large place. A widely scattered group of houses, each with its own orchard of fruit trees, surrounds a couple of shops, a school, administrative office and a little bar. Four or five times a day the bus to Vranje, about three quarters of an hour's journey away, passes the clothing factory on the outskirts that provides work for many of the inhabitants.

All of the band members are Romany, most of them live in the village, and many come from families of professional and semi-professional musicians – Jova himself is a member of at least the third generation of musicians in his own family, and the orchestra contains two pairs of brothers and one son. None of them read music, or have any formal training, but most have played from an early age. Jova himself is the oldest at 51, and 29 year old Milce the youngest. They first got together in 1976 as a group of musicians who knew one another and had previously played together in various ensembles, choosing Jova as their leader as much for his business acumen as for his playing and talent for composition. Since then the band has performed at home and abroad, but the bulk of their work is in and around Golemo Selo playing for local celebrations and weddings.

During the summer there is a wedding practically every weekend. Each one starts on a Saturday morning and finishes on a Sunday evening; in between there is a great deal of eating, drinking, dancing, singing and speech-making. The band is booked 20 or 30 days beforehand to play for the arrival of the guests, for the Kum or wedding sponsor, the procession through the streets to the bride's home, the leading out of the bride to meet the wedding party and the groom, and, after the ceremony itself, the lengthy celebrations.

As well as music newly composed and arranged by members of the orchestra, the repertoire ranges from traditional local melodies such as 'Vranjanka' and 'Pembe', or melodies from the time of the Balkan Wars (1912-1913) and the Great War, like 'Nizamski Rastanak' (the soldier's farewell) or 'Tamo Daleko' two versions of recent hit songs.

The music of Vranje occupies a special position in the field of Yugoslav music in general by virtue of its national geographical and historical position. Freed by the first and second uprisings of 1804 and 1815, the northern parts of Serbia (although nominally remaining under Turkish rule) acted as a focus for Serbian national identity and helped to weaken the Turkish grip on the, as yet unliberated, areas of Old Serbia which included Vranje. In the field of music this had the paradoxical effect of bringing greater Turkish and oriental influences into the musical and choreographic styles of the Slav population. As Turkish control lessened, and the social and legal divisions between Muslim and Christian weakened and new and wealthy 'upper class' of Christian Serb Corbadziji – well-off businessmen – came into being. As is often the case in such situations, this new and successful group attempted to consolidate their position by imitating their style and customs (in this case by mixing with the ruling class, the Turkish-speaking Muslims). To our good fortune, for it is oriental melody filled with a powerful yet restrained emotion and driving, funky rhythms that you hear on this record.

The Romany people of the area also had great influence on the music. The Romany population in and around Vranje long ago gave up travel and settled down to become trade and craftworkers though still continuing their calling as the professional musicians of the Balkans. In Vranje this didn't mean turning up with a fiddle and bashing through a few tunes, but working within a sophisticated musical and choreographic system. Each dance had its own character, form and accompanying melody, and throughout the evening one dance followed another in a rigid traditional order. The musicians providing the accompaniment were expected to adhere to this order, the result being that the best musicians, usually the Romanies, who were called back time and again imprinted their own individual and cultural personalities on the music. On this recording 'Djokino Kolo' is perhaps the most noticeable example of the confluence of Turkish, Romany and Slav streams in the older style. Its slowly changing harmonies above a drone and stately movement driven by the throb of the bubanj recall the Jankovic sisters' description of the dancing of Kostana, the Romany woman who in her youth had served as the inspiration for the fascinating central character in the famous Yugoslav drama which bears her name.

"Her step, without exaggeration, was the step of a phantom. It seemed as though not even the grass below the foot of this enchantress felt her tread. The figures of rest in 'Vranjanka' were changed into figures of hovering and the charac​teristic skips in the dance 'Pembe' into taking flight. From time to time she would stop, move off a few metres and, beginning to move away backwards, hypnotised – so you would say – the current leader of the dance with a suggestive look. He would follow in her steps, obviously excited, while the chain of enchanted dancers moved harmoniously and calmly, not taking their eyes off her". She was then 60 years old.

The other two kolos are in the now widespread Western Morava style, with their fast, two-beat rhythm and construction of the melody line by repeating short motivic cells. But the bass lines are more left-field than anything you might find around Cacak, say, and the long-limbed solo passages in 'Vranjasko Kolo' are quite unique and lovely.

Cocek is usually translated in the dictionaries as 'belly-dance', but, in the Vranje area at least, it does not resemble the Turkish-Egyptian solo dance generally so described.

Instead it is danced by a mixed group of men and women in an open circle. The rhythm is syncopated, sometimes irregular as in 'Safetov Cocek' (nine quavers arranged into four unequal groups of two plus two plus two plus three) ncorporating a section in cifteteli rhythm as in 'Ekstra Cocek".

In fact the rhythmic foundation can support a wide variety of melodic types: the romantic tunefulness of 'Beogradska Cocek' is reminiscent of some cafe music, while elements of 'Sampionski Cocek', notably the modal inflections of the falling melody, are common in the music of Bitola and Ohrid much further to the south.

Orijent describes a particular style of rhythm and harmony which to Western ears sounds quite Iberian. Here it transforms a well-known tune into something quite typical of the feeling of creativity of Southern Serbia. Compare this with others from the same area and you'll hear that it has its own qualities. The warm harmonies of the four trumpets, Safet's eloquent solos, Novica's remarkable stentorian bass, the cheerful ensemble of the tenors and the expressive musicianship of Besir himself, all combine to form the unique sound of this fine orchestra.

So whether you want to dance or listen, to get married or stay single, GlobeStyle Records are happy to present the whirlwind that is Jova Stojiljkovic's Brass Orkestar.

Da go cepis goc!

Kim Burton 1989 updated 1995

	KO(ANI  ORKESTAR
	L’Orient Est Rouge
	1997
	67:17
	MACEDONIA

label: Crammworld (a division of 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.

	KO(ANI  ORKESTAR
	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

	Bratko BIBIČ
	Bratko BIBIČ & The Madleys: "The Newies And The Oldies"
	
	58:46
	Bratko BIBIČ – см. тж. с: NIMAL (в 'Alternative')

Live in Kud.

Bratko Bibič – klavirska harmonika (accordion), glas

Bogo Pecnikar – klarinet, bariton saksofon

Matjaz Sekne – violina, viola

1. Intro / Beng-Agrad

2. Tangue

3. Jane

4.-5. Intro / Šackamra (Aus der Schatzkammer des Unbewussten)

6. Euforična

7. Ko odprem oči (When I Open My Eyes)

8. Madley

9. Dolores

10. Majava (The Pendeling One)

11. Šackamra

	(Bratko BIBIČ)
	ACCORDION TRIBE
	1998
	75:09
	label: Intuition Music (Germany)

Guy Klucevsek (см. в 'Alternative') (Giulietti Super Continental V piano accordion with 5-row chromatic free bass)
Lars Hollmer (см. в 'Alternative') (Zerosette piano accordion, Suzuki melodica)
Bratko Bibic (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

	Boris  KOVA(
	From Ritual Nova  I & II
	1986-88
	68:23
	Yugoslavian folk

label: Recommended Records (UK)

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

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

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

introduction: profound

autumn room: delighted

1st interlude: pensive

folk prelude: love sick

scherzo: loosely, trivial

2nd interlude: nostalgia

sound archaeology: misteriously

dervish theme: trance

interludium circulus: sacral

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

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

Performed by Enzo Fabiani string quartet.

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

Interprete par Ritual Nova Ensemble:

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

1. The Voice

2. The Travel

3. White Cities

4. The Singing

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

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

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

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

Pour contacter Boris  KOVA(: kpokovac@fodns.opennet.org 

Composition de Boris Kovac; Interprete par le Ritual Nova Ensemble.

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

#1.-3. Visible Side

#4.-5. Invisible Side

#6. Finale

	Boris  KOVA(
	The Last Balkan Tango
	2001
	69:19
	label: Piranha [pi’ra:nha] (Berlin) www.piranha.de 

eMail: records@piranha.de 

[Piranha] swimming among sharks since 1987.

BORIS KOVAC with LADAABA ORCHEST: 

Bogdan Rankovic (Bogi) – clarinet, bass clarinet

Goran Penic (Gogi) – accordion

Milos Matic (Miki) – double bass 

Boris Kovac (Boki) – alto & soprano sax 

Istvan Cik (Picu) – drums, percussion

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

Special guest:

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

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

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

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

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

-- Boris Kovac

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

-- Chris Cutler, London

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

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

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

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

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

3. OCTOBERBURREKFEST (Boris Kovac) 4:03

4. BALKATINO (Milos Matic) 4:10

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

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

7. RUMBATTO (Milos Matic) 4:15

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

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

10. TANGO APOCALYPSO (Boris Kovac) 6:07

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

12. ENDING (Boris Kovac) 4:52

13. ORIENT EXPRESS (Boris Kovac) 7:04

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

	Emir KUSTURICA  & The NO SMOKING ORCHESTRA
	Unza Unza Time
	2000
	63:56
	Yugoslavian folk-rock
label: Cabiria / Barclay (France)

В своей рецензии на этот альбом, А.К. Троицкий заявил, что Kusturica значительно интереснее, чем Bregovic, у которого попадаются вялые вещи. А весь альбом Кустурицы сыгран так, что слушается весь на одном дыхании.

"Унца, унца"— это вам не "умца, умца"! Если ваша душа истосковалась по нормальной человеческой  весёлой поп-музыке, настоятельно рекомендуем этот диск: дикая смесь цыганских, славянских и ещё Бог весть каких мотивов, сопровождаемых немыслимыми остроумными текстами на английском, немецком, русском и на каких-то неведомых языках. Экое безумство! Экое неистовство! Хочется не просто плясать, орать и прыгать от восторга. Хочется забыться, ни о чём не думать, предатася неопределимым никакими словами чувствам. Праздник Ивана Купалы чем-то сродни этому карнавалу. Или нет? 

Смысл этой музыки — сама жизнь, танец, радость оттого, что ты есть,— квинтэссенция существования (бытия, если хотите) тех замечательных людей, которых, к сожалению, трудно перечислить поимённо. Эмир Кустурица руководит всем действом и чуть-чуть поигрывает на гитаре. Пусть он и дальше снимает свои блестящие фильмы, пусть и дальше руководит великолепнейшим оркестром некурящих!
--- АудиоМагазин
РЕЖИССЁРСКАЯ НАХОДКА

Кинематографисты в музы​ке — куда более удачный вари​ант, чем обратная комбинация. Вуди Аллен (Woody Allen) каж​дый понедельник играет на кларнете в нью-йоркских джаз-клубах, Брюс Виллис (Bruce Willis) замечательно поёт блюз и джаз. Случай с Кустурицей чуть посложнее.

Группа Zabranjeno Pusenje (No Smoking Orchestra) по​явилась на свет в 1980-м в Сарае​во и вскоре стала в Югославии бе​шено популярной, продавала пластинки стотысячными тира​жами, играя на стадионах то, что критики назвали балканским панк-роком. Но в 1985 году лидер группы неудачно пошутил по по​воду смерти Иосипа Броз Тито, группу запретили и большая часть музыкантов разбежалась. Вот тогда в Zabranjeno Pusenje и появился бас-гитарист Кустурица, получивший к тому моменту за своё кино первые премии в Ве​неции и Канне. Он играл с Zabranjeno Pusenje до 1989 года, а по​том бросил из-за кинематографической занятости.

О cтapыx друзьях режиссёр вспомнил, когда ему понадоби​лась музыка к фильму «Чёрная кошка, белый кот». Её написал ли​дер группы Неле Караджлич (Nele Karajilic). По результатам совмес​тной работы Кустурица и был принят обратно в группу на дол​жность гитариста. Теперь культо​вый режиссёр разъезжает по ми​ру в качестве рядового музыканта. Его имя значится на афишах No Smoking Orchestra, который играет смесь балканских мело​дий, панк-рока, техно, джаза и, ра​зумеется, цыганщины.

«Коммерсантъ» 27.01.2001

The No Smoking Orchestra   www.nosmoking.com.fr :

Emir Kusturica : guitar 

Stribor Kusturica : drums and percussions 

Glava The Head Markovski: bass, bass balalaika 

Nenad Gajin Goce : guitar 

Her Dralle Draugentaller: keyboards 

Alexander the Great Balaban : tuba 

Nesho Blackbird Petrovic : sax 

Zoki Miloshevic: accordion 

Dejan Sparavalo : violina 

Dr Nelle Karajic : vocal

Additional musicians:

Zaklin Pula : cymbal

Bokan Stankovic : trumpet

Zoran Marjanovic Cheda : percussions

Vojislav Aralica : percussions, keyboards

Gorica Popovic, Ljilja Dragutinovic : female vocals

Sloba Bronson : gypsi vocal

Bogdan The Kuguar Diklic : cowbell on "Grus Gott Trauer"

01. 
Unza Unza Time
4’41

02. 
Djindji Rindji Bubamara
5’01

03
. Lubenica
5’50

04
. Prnavor  
3’36

05
. Pitbull Terrier
4'04

06
. Was Romeo Really A Jerk
4'11

07. 
Drang Nach Osten  
4’47

08
. Corfu      
2’35

09. 
Upside Down
4’08

10. 
Sanela     
5’39

11. 
Devil In The Business Class 3’45

12
. Gruss Gott Trauer
4’04

13. 
Emir's Dream
0’42

14. 
Imao Sam Bjelog Konja
4’40

15. 
Some Other Man
1’47

16. 
Furja Djildje
4’11

"No Smoking are a bit more than just a rock and roll band. They are a phenomenon which, in the late Eighties became a major attraction, changing the language of the musical scene in Sarajevo and all over Yugoslavia.

Instead of churning out clever arrangements of western rock cliches performed by teams of male models dressed up as musicians, they played instruments that were perfectly in tune with Tito's Yugoslavia, precisely because they proved that Yugoslavia wasn't Bulgaria.

No Smoking staged lucidity and emotion, two components without which art cannot exist, plus the language of the street and parody, the real heroes of a real social drama.

Political intrigue and provocation accompanied the band throughout. On stage, Dr Nelle and his group used a hard-to-classify musical genre to convey the emotion they themselves felt listening to the music that was in vogue at the time. If, for example, they got infatuated with Jethro Tull, they would arrange the group's tunes into their own songs to celebrate the gestures of the anarchists of Sarajevo. When their adrenaline ran with love for the Sex Pistols, their music suddenly reflected the slang and the ways of the boys of the streets of Sarajevo. But every spur-of-the moment variation was always mediated by the emotional transfer triggered by these musical trends.

Their freedom of arrangements and totally eclectic access to music never cut off their bond with the heroic prototypes of the novels of Ivo Andric. They managed to combine Andric's past present with the life of contemporary Sarajevo, constantly opening up new ways of grasping the psychology of modern primitives. No Smoking today are still eclectically open to all music. Unlike the original formation, which broke up for socio-psycho-historical reasons, the new No Smoking seek their inspiration in the deeply rooted Balkan tradition. Whereas the old No Smoking built the tales they had to tell round the parvenus of Sarajevo, sad, drunken railwaymen and taxi-drivers unveiled the life of the Olympic city to the rhythm of music with echoes of punk, the new No Smoking are founded on the virtuosity of instrumental soloists, who bring to the group original waves of folk, jazz and gypsy music. These musicians have spent their careers playing their type of music at kafanes, weddings, funerals and jazz concerts.

No Smoking has found a totally original course of its own, in which all the genres of music of the Balkans mix together to testify to the passing of armies over a thousand years and more. So what's left of the original rock and roll? I would say stagecraft and an emotional, juvenile approach. In the meantime, the historical sediments collected from the soil of the Balkans have impressed upon the group's music an explosive mixture of jazz and gypsy, the energy of the trumpets of southern Serbia and the melancholy of the inevitable Asian influences.

Today No Smoking are made up of true virtuoso musicians, professionals that manage to play together in tune – unlike the old Yugoslavia soccer team, which never did. All the great Yugoslav footballers always used to be presented as champions but, put together, they couldn't even last a half against Germany Unlikely these solo musicians manage to form a group when they are together and give life to an original music all of their own. 

Emir Kusturica
Unza Unza Music

Nowhere on the planet is there a place where the different civilisations, cultures, armies and religions have intersected as they have in the Balkans Located between the centuries like a bridge between East and West, it has seen many civilisations come and go, but these civilisations have always left behind some visible trace of their culture

But before the diplomats and emissaries, the merchants and land surveyors, came the music. It nestled into the fertile Balkan ground and took root, remaining there like one of the local colours even when the last of the soldiers of the invading civilisation had marched off, two steps ahead of the next conquering army. There is no other place on the planet where so many melodies, rhythms and harmonies co-exist. Even a slighty hard of hearing ethnomusicologist will pick up strains of Arab, Turkish, Russian, Greek, Spanish, German, Italian even Indian music woven into the local Serb, Rumanian, Bulgarian, Hungarian, Albanian, Bosnian, and Macedonian. And these musics dovetail so intensely that one even finds songs that Rumanians claim as theirs, Serbs claim as theirs, and so on. In this fertile Balkan ground, musical flowers of every colour and species have bloomed, without ecclesiastical supervision, without being overseen by czars or ministers of culture or lawmakers. The only gardeners have been the emotions and the centuries.

The Gypsies were the ones who spread the seeds from east to west, from north to south like trusty messengers. With their horses and tents, with their parallel way of life, they transmitted the gene. They come into the world, marry and die with music, and they leave their legacy behind them as they quit one land to go toward the next country, the next journey. They leave their colours, their melodies, rhythms and harmonies, and the local people take them up and continue to enrich them.

And like all seeds that have fallen on the Balkan soil and produced new and extraordinary flowers, the seed of rock music landed in the Balkans in the 20th century. The intermingling of this new music with local popular music was inevitable.

Unza Unza Music was created in the most sophisticated laboratories by scientists looking for the formula of the atomic bomb in order to preserve the integrity and sovereignty of each and every one of us. What they discovered instead was that Unza Unza Music is the most effective method of producing extra-proteins, the substance indispensable to the carrying out of the vital functions of all life forms: love.

In essence, Unza Unza is a bouquet composed of different Balkan flowers, condensed into a unique 2/4 rhythm, onomatopoetically given the name of Unza Unza Music. Please note, the word Unza must he pronounced at least twice, hence Unza Unza. Only in these conditions can extra-protein production be sustained. Researchers have conducted surveys of blood samples taken from viewers of Emir Kusturica’s film Black Cat, White Cat as a first test of Unza Unza. Their study shows that while listening to Unza Unza, subjects registered an increase in extra protein production that was 7 times higher than during the consumption of honey, lemon, nuts or garlic, 8.4 times higher than during the sexual act, and 11 times higher than the rate recorded under the influence of cocaine or other similar drugs.

In its dedication to aiding humanity by making possible the highest rate of extra-protein production, the scientific community has decided to engage the No Smoking Orchestra, the first Unza Unza group, to act as the main motor and detonator of extra-protein production. Apart from this essential work, the No Smoking Orchestra is also engaged in extricating art from the jaws of the ego-tripping virus which has infected so many artists, and put generosity back into art.

To all those who wish to help themselves and their loved ones friends and family a daily dose of this record is recommended, along with the regular repetition of the words Unza Unza (to be intoned like a mantra). This is the sole and unique way to achieve higher extra protein production. To all who follow this regime carefully success is guaranteed. Further studies have shown that dancing to this music is an indispensable intensifier.

This has led them to the discovery of an ultimate truth: Dance is sex.

Dr Nelle Karajlic, Institute for extra-protein Research, Sokolac.
Roots

Nelle Karajlic formed No Smoking in 1980 with protest in mind. It s something which happens to every new generation that decides to use rock to seek out an identity of its own.

But in the fizzy Sarajevo of those years, No Smoking's project grew in complexity. They wanted "to be a punk-anarchic band," wrote Nelle, "but also to be convinced that the universal can and must be sought in local stories and roots, and that music, even the most irregular and revolutionary, has to draw strengh from local tradition".

Their first album, cut in 1984, was entitled "Das is walter" and sold 100 000 copies. Then Nelle Karajlic begin writing and appearing in "Surrealist Top List", a TV news parody which cocked a snook at the paradoxes of post-Tito Yugoslavia.

In the space of a few months, No Smoking became the cult band of the new generations. The newspapers dubbed them "new primitives", and they set out on what promised to be a triumphal tour.

In one of their first concerts, however, when Nelle risked a satirical quip about Comrade Tito's death, the tour was stopped and the band's records withdrawn from the shops. It looked like the end for No Smoking, as some members left and censorship closed every door in their faces.

In 1986, however, the group got together again. A new bass-player and guitarist joined : Emir Kusturica, who had already won awards in Venice and Cannes for his films Sjecas Li se Dolly Bell? (Do You Remember Dolly Bell?) and Otac Na Slubzbenom Putu (When Father is Away On Business).

In the meantime, History with a capital "H" (as the papers would say) was being set into motion again. In 1989, when No Smoking launched their new album, Little Story of a Great Love, Yugoslavia was on the point of exploding Nelle Karajlic reappeared on television in a series of prophetic sketches in wich he foreboded the massacres that were soon to fill television screens the world over.

Just before the war broke, No Smoking left Sarajevo, where they had been seeking out their roots, and moved to Belgrade to become a "world band".

World Music For A World In Tatters

Now everything had to change. Now that everything was being cancelled out by the urge to destroy, new ways had to be invented "to seek out the universal in local stories".

The music of No Smoking thus turned into an incredible mixture of sounds. Overlaid on a Balkan-style punk base, a hotchpotch of country rhythms, Latin American sounds, rock improvisations and gipsy brasses ("I believe that the trumpets of Serbian gypsies produce the most energy-filled sound to be heard in Europe at the moment,” says Kusturica), with citations from Strauss Turkish marches, references to Vivaldi and Verdi and more besides thrown in for good measure.

As the world fell apart at the seams, so did music. Everything had become more complex, hence more interesting. Every No Smoking concert is a happening. An apparent cacophony of sounds would gradually take shape and, after two or three pieces, spectators would be on their feet clamouring to climb up onto the caravan with the madcap dreamers themselves. As in Kusturica’s films: everything gathers together and seems to grow out of all proportion, yet it ultimately gets together in a narrative arc which takes your breath away and leaves you feeling giddy.

	Goran  BREGOVI(
	Underground
	1995
	44:35
	Другие (не фолковые) диски Бреговича см. в секции ‘Rock’.

Music composed, arranged and produced by Goran Bregovic.

Music inspired and taken from “Underground”, a film by Emir Kusturica (см.). Palme d’Or Festival de Cannes.

Performers: 

The Tzigane brass orchestras from Slobodan Salijevic and from Boban Markovic interpreted traditional dances from the region called ‘Cocek’ (Tcho-Tchek). These recordings have been made ‘at home’ in Prekodolce, their original village.

Cesaria Evora performs ‘Ausencia’ (#2).

Also participating on this album the soloists: Zorz Gruic [cow horn, gajde, kaval]; Bora Dugic [frule]; Nenad Jelic & Ogi Radivojevic [d]; Zdravko Colic [singer]; Girl Singers Danjela; + Chorus and RT Beograd Orchestra.

	Goran  BREGOVI(
	Goran BREGOVI( & George DALARAS:

"With Two Canvas Shoes"
	1997
	42:57
	Music, Arrangement: Goran Bregovic

Lyrics: Minalis Ganas, Haris & Panos Katsimihas, Antonis Andrikakis.

	Goran  BREGOVI(
	Ederlezi  (Song For Wedding & Funerals)
	1998
	72:52
	La Nuit

Ederlezi (scena durdevdana na rijeci)

Mesecina / Moonlight

TV Screen (featuring Iggy Pop)

7/8 & 11/8

Ausencia (featuring Cesaria Evora)

Cajesukarije Cocek

Kalasnjikov

Elo Hi [canto nero] (featuring Ofra Haza)

Death

Dreams

American Dreamers (featuring Johnny Depp)

Talijanska

Man From Reno (featuring Scott Walker)

Lullabye

Undergroud Tango

Ederlezi

   Born to a Croat father and a Serbian mother in Sarajevo, Goran Bregovic is the most eminent composer in the Balkans. He studied the violon, then at the age of sixteen founded Ownite Buttono, a cult rock group which triumphed in Yugoslavia from 1974 to 1989, producing 13 memorable albums. [...]

   Goran has based his work around a fusion of all types of music to create a genuinely universal music, at once symphonic and intimate, lyrically unbridled and wonderfully precise. After producing music for a dozen feature films, Goran decided to perform his work in concert with the Wedding And Funerals Orchestra, backed by a Philarmonic ensemble and a choir.

   With this album, Goran Bregovic offers a glimpse of his great talents as a composer, arranger and producer, working on a mixture of not only every different musical genre in the influences that have swept the region. Goran Bregovicos music blends bulgarian polyphony, tango, brass band and pop songs: with an infinite delicacy, this fusion of electronics, traditional instruments and voices brightens the traditional nostalgia of the eternal slavonic soul.

	Goran  BREGOVI(
	“Kayah, Bregovic” / “Czas Gyganow”
	1999
	74:01
	1. Ederlezi

2. Scena Pojavljivanja Majke

3. Scena Perhanove Pogibije

4. Kustino Oro

5. Borino Oro

6. Glavina Tema

7. Tango

8. Pjesma

9. Talijanska

10. Ederlezi

11. Spij Kochanie, Spij

12. To Nie Ptak

13. 100 Lat Mlodej Parze

14. Bylam Roza

15. Trudno Kochac

16. Prawy Do Lewego

17. Ta-Bakiera

18. Caje Sukarije

19. Jesli Bog Istnieje

20. Nie Ma, Nie Ma Ciebie

	Goran  BREGOVI(
	Black Cat – White Cat
	2000
	80:10
	soundtrack for a film by Emir Kusturica

Musique – Goran Bregovic

Kayah-chant; Ashik Cygan – violons; Pink Evolution – mixed; Dr. Nelle Karajlic – claviers, chant; Vojislav Aralica – claviers, guitare; Dejan Sparavalo – violons, chant; Dejan Manigodic – tuba; Zoran Milosevic – accordeon; Cakija – guitare; Miki ‘zube’ – chant.

	VILLAGE MUSIC OF BULGARIA
	VILLAGE MUSIC OF BULGARIA: «A Harvest, A Shepherd, A Bride» – 1970;  BULGARIAN FOLK MUSIC: «In The Shadow Of The Mountain» – 1971
	
	64:19
	label: Electra Nonesuch 1988

	MARA! with   MARTENITSA CHOIR
	Sezoni
	1999
	43:50
	label: RealWorld

The Mara! Ensemble: Mara Kiek [v, perc]; Llew Kiek [bouzouki]; Sandy Evans [recorder, s&t s]; Tony Gorman [cl, a s]; Steve Elphick [double bass].

 In November 1992, my search for a Bulgarian text (for an original Martenitsa/Mara! collaboration) led me to ask Stefan Kozuharov (poet, patron, translator and language consultant to Martenitsa) if he would be interested in writing poetry in the traditional folk style. It was only a matter of days before he produced the first Poem 'Povik Ot Iug'. The wintry setting gave rise to the idea of expanding the work into a suite based around the seasons. Thus Sezoni, a rich tapestry of life, colour and emotion, was born.

 -- Mara Kick

The spirit of this music is deeply felt and embodied in my work both as figurative imagery and as painted rhythms in dialogue with the musical forms. The paintings reflect shared themes of life and love and celebrate the richness of all cultures as revealed through music and folk song. This is the gift of Martenitsa. 

-- Richard Birmingham

	Vladimir IVANOFF & L’ORIENT IMAGINAIRE
	Labyrinth (Medieval & Bulgarian Music)
	1996
	54:40
	Vladimir IVANOFF – см. тж. его проекты SARBAND;  VOX;  L’ORIENT IMAGINAIRE “Alla Turca” – в разделе ‘Medieval / Gothic’; YEHUDI (--в разделе ‘Asia’);

label: Teldec

Vladimir Ivanoff [portative organ, bendir (Bulg. frame drum), davul (Bulg. bass drum), bells, gadulka (Bulg. fiddle), Project supervisor]; Atanas Valtchev [gadulka (Bulg. fiddle)]; Dantcho Radoulov [kaval (Bulg. flute)]; Fabio Accurso [citole (medieval cittern), ud (Arab. lute), guitarra morisca (longnecked lute), traverso flute, recorder, perc]; Marika Falk [dombak (goblet drum), bendir, davul]; Paolo Guiseppe Cecere [fiddle, organistrum (hurdy gurdy), trompette des menestrels (straight trumpet)]; Ludmil Sotirov [gayda (Bulg. bagpipe)]; Paul Clarvis [davul, daire (frame drum), bendir]; Alison Gangler [zurna (shawm)]; Ben Davis [fiddle]; Kema Mustafa [gayda]; Belinda Sykes [bagpipe]; + L’Orient Imaginaire (singers).

A CENTURIES-OLD MAZE

The words of the song Tih vyatar veie (#15) describe an essential characteristic of the Bulgarian nation: the idea of waiting for something to happen. The Bulgarians waited many hundreds of years for the time when they could feel at home in their own country, a period of waiting which witnessed the Age of the Great Migrations, the arrival of missionaries from Byzantium, Turkish foreign hegemony and the Stalinist years of Communist rule.

This feature also characterises Bulgarian music. Various nations have passed through Bulgaria in the course of the centuries and left their traces. For the Thracians, Slavs, Romans, Illyrians and Hellenes, for the Bulgars, Byzantines, Crusaders and Ottoman Turks, Bulgaria became an interface between East and West. The Bulgarians attempted instinctively to evade the influence of these foreign cultures and to preserve their own cultural identity. This attitude is characteristic of every nation that lives largely from agriculture and has meant that an extensive and varied musical repertory has survived virtually intact over the centuries, while music in other European countries has undergone a process of constant change. None the less, it is abundantly clear from the surviving evidence that the Bulgarians were not entirely successful in biding their time and cutting themselves off completely from foreign influence in the form of Crusaders, itinerant merchants and the occupying Turkish armies.

Elements of traditional Bulgarian music have long been used by ensembles specialising in early music in their attempts to revive Europe's lost musical traditions. We are turning the tables, with Bulgarian musicians usurping medieval music from the whole of Europe. The famous "salterello" from a manuscript in the British Library in London, for example, becomes a Londonsko khoro (#11) with insanely convoluted metres, while Bulgarian harvest songs are sung to the tune of laments from the Las Huelgas Manuscript (#14). Contradictions, affinities, dependences? It is a centuries-old maze that has become a forest of parchment and paper, a labyrinth of dead and living cultures. Have we lost the thread?

	LE MYSTERE DES VOIX BULGARES
	(Volume 1)
	
	36:53
	Bulgarian folk

label: 4AD  Rec. (London)

  “I was first introduced to ‘Le Mistere...’ via a third generation tape (at least!) by Peter Murphy last summer. After a fair amount of back tracking and detective work I was able to discover the source of this music and commence discussions to arrange a release in Britain. Having lived with this music for some months now my curiosity has dwindled. The impression and power of the voices evident here has taken over. That wondrous sensation — nape hair rigid — has, for me been experienced through the finest moments of Tim Buckley or Billie Holiday’s ill-fated careers or, somewhat closer to home, both Elizabeth Fraser and Lisa Gerrard are capable of inducing the daunting sensibility somewhere between sheer terror and total euphoria. Never before, however, have I been so intensely subjugated by the human voice. The language may well be alien, but the sentiment and emotion (create your own?) or unmitigated vocal technique are to be universally relished.” — I. Watts-Russel.

   “When sung, the human voice is more eloquent than when spoken. The Bulgarian people are aware of this honesty, and respect the art of singing above all other forms of artistic expression. Their genius in this field is the fruit of a thousand year history of tears and suffering, and it draws its life from the roots of another world: Byzantium. The ramifications of these roots get lost further in the ancient and obscure civilization of the Thracians, whose exceptional musical genius was renowned at the time. These roots disappear at the cavernous source of the River Trigradska, where Orpheus entered the Underworld in search of Eurydice. In its thousand year history Bulgarian song bears the scars of an extremely difficult evolution, marked by five nightmarish centuries of Ottoman domination. This is how the art of the voice, the only free expression of the Bulgarian people, acquired its colour and vivid evocation. Originally monodic, it became diaphonic, developing its own polyphony, before encountering Occidental harmony in the 20th Century — to its advantage. Avoiding the degrading and polluting effects of ‘recreational’ and fashionable aspects of Western song, the Bulgarian song has retained its original expressive magnificence to be enjoyed with eyelids closed. Thereby, a magical synthesis presents itself today’s interested ear: fabulous historical elements, from Byzantine liturgy, popular song and laments, as well as epic and heroic tales, fused together into authentic jewels. But there is more than the extraordinary melodic, rhythmic, and harmonic appeals: there is the timbre. This vocal resonance is characteristic of the non-vibrato ‘open’ voices of the young Bulgarian country girls. For it is from the villages, and not the Academy of Music, that the Sofian officials select the vocal chords that constitute the acapella choirs represented here. The preparatory work is a long and exacting job, since these young women are generally ignorant of the rudiments of music, practising an intuitive approach — which is just one of the mysteries of their art. It is with stunning facility that these girls ascend and go beyond the usual limits of the vocal discipline advocated by our musical academies. What they retain comes from their background: melisma, fiorittura and trill, as well as a fierce predilection for the second as a diaphonic interval. Whenever these women congregate they naturally break into song, using the second-full, half, quarter, even eighth of a tone, sometimes tremolo — with a disconcerting accuracy. One of the voices sustains the fundamental note — like the drone-pipe on a bagpipe — while the other voices weave their own melody over this basic sound, always trying to get a close to it as possible. The outcome of it all often results in a very mordent atonality, in total contrast with our traditional Western harmonic system. It must say that iit used to tickle my ear in the headfones while I did my first recordings! But with practise — for performer and listener — the dissonance becomes consonant. A work of rare intricacy. A monk from the venerable monartery of Rila devoted twelve years working with the tip of a pin by candlelight — to inlay biblical scenes into a cross, a lime wood crucifix, until he lost his sight. Once the masterpiece was finished he said that perfection could only be obtained at the expense of suffering. The evolution of the treasure in the finely wrought Bulgarian chants derives from the same process. Beauty of perfection! Perfection of beauty! It is between these two exclamations that lies... the mystery of the Bulgarian voices.” —   Marcel Cellier.

	LE MYSTERE DES VOIX BULGARES
	Volume 2
	1988
	47:20
	label: 4 AD Records

	LE MYSTERE DES VOIX BULGARES
	Ritual
	1994
	47:26
	label: Elektra Nonesuch

	The  BULGARIAN  VOICES  «ANGELITE»
	From Bulgaria With Love
	1992
	40:37
	label: Jaro

Experimental CD with HipHop versions of their regular program. Nominated for a Grammy in the USA. With their hypnotically exotic singing ‘The Bulgarian Voices – Angelite’ have managed, at least for moments in time, to create a clandestine agreement between classical fans and punk, between sixties lovers and techno – freaks or to put it simply: between generations. A musical high jump and crossover from folk music to modern music, from the Orient to Occident, from cryptic music to the computer. This record leaves the usual separation between classical and pop far bewind.

	The  BULGARIAN  VOICES  «ANGELITE»
	Lale Li Si
	1994
	56:54
	label: Jaro

Bulgaria's unique history and iso​lated geography has al​lowed the preservation of musical traditions that can be traced back to the various groups, originally from different areas of Europe and Asia, that would even​tually form Bulgaria.

The first Bulgarian state was founded in 681. The country's musical culture was initially shaped by the interaction of three major ethnic groups: the Slavs, the Proto-Bulgarians, and the remnants of the ancient Thracian population. In 865, came the arrival of Christianity and with it, the Byzantine chant.

From the late 14th century until 1878, Bulgaria was part of the Turkish-Ottoman Empire and for 500 years, Bulgarian musical expression was predo​minantly folk music. Then, from the late 19th century on, there was a rapid development of national art music, mostly under German, Russian, and Czechoslovakian influence.

Since the pioneering efforts of Philip Koutev (who has arguably achieved the most beautiful and harmonic arrangement of Bulgarian folk music ever with 'Polegnala e Toudora"), many Bulgarian compo​sers have used traditional music as a foundation for arrangements or as a stylistic tool-box for composition. Lacking the written tradition of Western art music, this process has given rise to a truly Bulgarian con​temporary musical expression (with many parallels to the work of composers such as Charles Ives and Aaron Copeland in defining "American mu​sic").

Together with Ivan Spasov (one of the leading Bulgarian ethnomusicologists and com​posers), artists like Dimitar Dinev, Stefan Kanev, Anastas Naumov, Zdravko Manolov, Stefan Moutafchiev, Peter Lyondev, Jul Levy, Petar Kroumov, Nikolai Staikov and Krassimir Kyurkchiyski have honored their native traditional music by using its style amd technical traits in their arrangements and contemporary compositions. Working with such rich traditi​on, the musical results are full and varied, ranging from avant-garde soundscapes ("Tapan bie") to pop and jazz-oriented rhythmic explosions.

Tracing its history back to Philip Koutev's pioneering State Folk Ensemble, the Bulgarian Women's Choir has become the main voice of this school of composers. Singers from all Bulgarian regions, with tradi​tional and ethnomusicological training, plus a familiarity with Western art music, make-up the ensemble. Thus, they possess the power to combine the dif​ferent timbres and techniques of traditional vocal music with the sometimes complex struc​tures provided by arrangers and composers. Consequently, it is difficult to tell if they are a folk ensemble or a classical choir, in fact, they are more than both.

Bulgarian vocal music is tra​ditionally performed by women – either two groups of singers ("Dragan i Slavei") or two solo​ists ("Jano, hubavo Jano"), so​metimes alternating with each other. Singers are intimately attached to their songs; some traditional singers have memo​rized over 1,000 songs. Also, the women of the Bulgarian Women's Choir have done their field work, collecting songs from older singers and proposing them to composers and arrangers.

Probably the most distincti​ve feature of Bulgarian folk mu​sic is its immense rhythmic and metrical variety, from adding to the common symmetrical meters like 2/4, 3/4, or 4/4, to irregular ones like 5/8, 7/8 ("Ta​pan bie"), or even 15/8 or 17/8, dance songs with changing me​ters being quite common. In the past, Bulgarian dance was accompanied mainly by sin​ging, very rarely by instru​ments. "Tapan bie" vocally emulates the sound of the Bul​garian folk drum (tapan). In "Kalugerine", the monk beats his vocal-chord drum! The li​vely irregular rhythms of these songs are usually synchronous with the dance steps – easy to perform for dancers who sing themselves ("Ozdole Ide devoitche").

There is also a great variety in scales. Diatonic scales predo​minate, but some Bulgarian re​gions (Rhodope mountains) al​so feature pentatonic and chromatic scales with augmen​ted intervals (reminiscent of ancient Greek and Thracian music). Also, intonation is variant ("Jano, hubova Jano"), unlike modern Western "key​board-style" temperament. For example, depending on whe​ther the melody moves up or down, an interval can augment or decrease by a quarter tone.

In essence, there is no one "Bulgarian" folk music since musicial styles differ widely from one region to the other. The Thrace influence is found in the beautiful slow songs, sung with very resonant voices ("Jano, hubavo Jano"), as oppo​sed to the metallic Bulgarian vocal timbre which is based on pure chest and throat reso​nance. Such "banquet" songs ("Thi vjater vee"), performed by a soloist with vocal or in​strumental accompaniments, are slow and mournful. "Kalimanko Denko" is as beautiful as it is sad, a love song in its deepest sense. In sometimes epic dimensions ( with more than 500 verses), these songs tell of past heroes, myths and legends, and loved ones who have passed away. They possess a highly improvisational qua​lity, expressed by riched har​monics ( "Sestro Dobriano") and free rhythm. In "Mechmetio", Ivan Spasow departs from this base by using contempora​ry aleatoric technique and physically distributing the singers to create a breathtaking, large-scale soundscape.

The Pirin and west-central Bulgarian regions have their distinct styles of diaphonic (two-voiced) singing, mainly based on drones (similar to the ison in ancient Byzantine chant ("Jano, hubavo Jano" and Tri biulbiuia Pejat"). Also west-central Bulgarian singing uses parallel seconds (like the early medieval polyphony of We​stern Europe). Kyurkchiyski, by using and developing these elements in "Pilentze pee", pro​duces an astonishingly moder​nistic sound.

Now, perhaps for the first time, Bulgaria has the opportu​nity (and the challenge) to de​velop a genuine music culture. After the long cultural, politi​cal, and musical journey Bul​garia has gone through, the moment has arrived for a self-conscious and open-minded dialogue with other cultures and peoples. The Bulgarian Women's Choir is one part of that dialogue—you can be the other.

-- Vladimir Ivanoff,  November 1993

	The  BULGARIAN  VOICES  «ANGELITE» & MOSCOW ART TRIO with HUUN – HUUR – TU
	Fly, Fly My Sadness
	1996
	44:08
	label: Shanachie (USA) / JARO

"It is the strangeness which lures one into this music and its unique beauty; it is the strangeness of the voices, the sounds, the musical message. Not a word does one understand, but one hears, one stops short – and, in one's astonishment, is so fascinated that one cannot help but listen to this record to the end." 

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

Heartbeats are united in this project. On the basis of traditional music from Tuva, Bulgaria and Russia a unique work of entrancingly harmonious unity has been created. For the first time these diverse cultures, music and singing styles have met.

«It is the strangeness which lures one into this music and its unique beauty; it is the strangeness of the voices, the sounds, the musical message. Not a word does one understand, but one hears, one stops short – and, in one’s astonishment, is so fascinated that one cannot help but listen to this record to the end.» 

– ‘Die Zeit’

	The  BULGARIAN  VOICES  «ANGELITE» & MOSCOW ART TRIO with HUUN – HUUR – TU
	Mountain Tale
	1998
	49:11
	label: JARO (Bremen)

Angelite with:

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

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

«...whaever you do, keep this project going. It’s a fantastic musical event and I’d like to work with you someday.» 

– Stevie Wonder backstage after the closing concert of their US-tour in Los Angeles December 6, 1997.

	The Trio  BULGARKA
	The Forest Is Crying
	1988
	46:39
	label: Rykodisc, Hannibal Records  (USA)

The vocal Trio Bulgarka: Yanka Rupkina, Stoyanka Boneva, Eva Georgieva; the trio are accompanied by: [tambour], [gadulka], [kaval], [clarinet], [bass], [drums].

  The Trio Bulgarka is Bulgaria’s leading vocal trio. Each singer is a renowned soloist. Their repertoire includes traditional material from the three regions they represent, as well as adaptations of the more formal arrangements written for the choir.

	BULGARIAN ALL STAR ORCHESTRA
	Dusha – The Soul Of Bulgaria
	1996
	53:49 41:59
	label: Network (Frankfurt)

All tracks traditional and arranged by the Bulgarian All Star Orchestra.

Something over one hundred and fifty years ago the majority

or countries of the Balkan peninsula were sub​ject to a single imperial power, that of the Osmanli Turks. Although some nations had achieved a measure of auto​nomy, Turkish hegemony enabled its subjects to travel through that vast empire and share their varied cultural inheritances. Although natio​nalism in its modern sense had not yer fully developed amongst the Balkan peoples, they retained a powerful sense of national identity, frequently based on religious affiliation rather than ethnic origin. The mixing of ethnic groups was deliberately pro​moted by the Porte, and any one of the Ottoman vilayets (which tended to cut across whatever relatively homoge​nous ethnic areas did exist on the old principle of divide and rule) might contain people living side-by-side but speaking different langu​ages, celebrating their festivals on different days, visiting dif​ferent churches or mosques, singing different songs and dancing different dances. This meant that for hundreds of years Bulgarian musicians and singers were exposed to many songs in addition to the ones from their own village or town.

In Bulgaria, as in the other Balkan countries, one of the widest-reaching effects of Turkish rule was the development of an urban musical culture, quire sepa​rate from that of the sur​rounding villages. Whereas the villages retained some extremely archaic forms of music, often drone-based, repetitive and simple in basic pattern yet at times ela​borately ornamented, often derived from nature rituals, and performed by amateurs on locally made instruments, a new class of urban profes​sional musicians, many of them Rom, began to experi​ment with the Turkish court and popular repertoire, using factory made instruments from western Europe such as the clarinet, violin and accordion, as well as instru​ments from the Islamic middle east such as the tarambuka drum. Eventually the western instruments found a role in accompany​ing native Bulgarian songs and dances, sometimes in combination with folk instruments.

Under communism, of​ficial musical culture was rightly controlled, with com​mittees of bureaucrats test​ing the "authenticity" of per​formers and their music against a formal but arbitrary set of standards, yet ironi​cally simultaneously and quite deliberately developing a musical language that was alien to the village tradition in its use of harmony orchestration. To get some idea of the difference you only have to compare Maria Stoyanovas solo set of dances (CD 2/track 2, a pravo horo in 6/8 succeeded by a gankino horo in 9/8), performed much as they might have been in the village square with the elaborate harmonizarion of the concert-style arrangements in the suite of Thracian melodies (CD 2/ track 1). Now that these controls have vanished (al​though the viewpoint still lingers on in the hearts and minds of many), Bulgarian musicians from the academy have begun to cautiously

experiment with new ideas, sounds and textures. You can hear the fruit of some of these experiments on this CD.
"Native" Bulgarian music can be thought of as a single, immensely rich, language with a number of different dialects. The most notable of the shared features include drones, elaborate and so​phisticated vocal ornamen​tation, often complex irregu​lar rhythms such as 7/8, 9/8 and others in dance songs and instrumental music and a wide variety of scale types ranging from simple pentatonic and modal to the highly chromatic. As well as songs and dance runes, there is a tradition of song and instrumental music intended simply for listening. Known as pesni na trapeza (songs at the table), these are slow, meditative melodies, per​formed for the pleasure of guests ar feasts. It is the manner in which various areas or the country interpret or emphasize these general characteristics that gives Bulgarian music its particu​lar aesthetic depth. Peasant dancing to the gadulka is mentioned (with deep dis​approval) by a 10th century monk, and the history of the gaida and kaval may very well be even longer. During the course of this century technical improvements were made to folk instruments in order to standardize pitch and tuning, and make them easier to handle in the large orchestras used to accom​pany the spectacular folklore shows favoured by the party, and the training of talented youngsters in the schools of folk music led to the emer​gence of professional folk 

musicians, although amateur music making remains very strong.

Although the gaida bag​pipe is fairly simply made – a goatskin bag with a chanter for the melody, a drone, and a mouth-pipe to fill it with air – it is capable of a partly chromatic scale of just over an octave and in the hands of a master its wild sound has an astonishing turn of speed and rhythmic force. Capable of rich and varied ornamentation, it is eminently suited for the performance of slow songs and fleet dance melodies. The opening of the medley The Wind of the Danube (CD I/track 1) gives sufficient proof of that. Although in Bulgaria's highly patriarchal traditional society it was frowned upon for a woman to play an instrument, this is no longer generally seen as a cause of shame to the family. Maria Stoyanova was in the van​guard of this movement, and it is thanks to her courageous example and evident skill as a player that younger women are finding it easier to make their way as instrumentalists. Like the gaida, the kaval was originally a herdsman's in​strument. The modern kaval is made of three wooden tubes fitted together, the topmost of which has a bevelled edge that the player blows against on the slant to produce a note. The middle tube has eight finger holes and the last has four more holes which affect the tone and the tuning. With a clear, sweet sound in the upper range and a warm buzzy timbre in its low (kaba) re​gister, the kaval is capable of extremely subtle nuances of tone and ornamentation. The gadulka is a relative of the rebec, with a pear-shaped body, three or four bowed strings and and as many nine sympathetic strings which resonate to produce an un​earthly shimmering reso​nance behind the melody. [...]

As we have seen, chordal harmony is not typical of village music and was only introduced by professional composers in the course of this century. Western instru​ments, the accordion, cla​rinet and violin arrived in the Balkans at around the turn of the century, and soon became immensely popular, partly because they are so much louder and more reli​able than their folk counterparts. In the process of acculturarion, the players of the new instruments modelled their style on the old. [...]

	FARMERS MARKET
	Farmers Market
	
	55:30
	label: Winter & Winter
Норвежско-болгарский фольклорный тандем импровизирует на темы народной музыки (в основном – славяно-балканские).

Personnel (Farmers Market):

Stian Carstensen -- guitar, accordion, midi accordion, banjo & tamboura;

Finn Guttormsen -- electric bass, double bass;

Nils Olav Johansen -- guitars, vocals;

Trifon Trifonov -- saxophone, clarinet;

Jarle Vespestad – drums.

(Guest Musicians):

Georgi Andreev – gadulka;

Ivan Atanassov – tapan;

Krassimir Kondoff – gaida;

Nedjalko Nedjalkov – kaval;

Jai Shankar – tablas;

Filip Simeonov -- trumpet & clarinet.

(Choir):

Tsonka Dimitrova, Darina Miteva, Radka Stefanova, Diana Velichkova.

Track listing:
1) Ramadan's Slow Song & Dance

2) A Young Girl Made A Crown Of Forest Flowers

3) Graovo Dance

4) Monkey ' s Dance

5) Les Paul, More John

6) New Smeseno

7) Some Fag Rag

8) Jog Trot

9) Jabber

10) The Straight One

11) Ornamental Boogie

12) Old Slow Melody

13) Trifonov's 5th

	POLAND FOLK SONGS
	Piesni Polskie
	
	69:46
	promo copy – без дополнительной информации

Этот подарок, прибывший из Польши, содержит превосходное исполнение настоящих народных польских песен.

	MUZSIKAS with Alexander Balanescu & Marta Sebastyen
	The Bartok Album
	1999
	63:14
	label: Hannibal

rec. 1998

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

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

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

2. Jocul barbatesc - Romanian Traditional

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

4. Máramoarosi táncok - Romanian Traditional

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

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

7. Dunántúli ugrósok (Transdanubian dance) - Hungarian Traditional

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

9. Forgácskúti legényes - Hungarian Traditional

10. Pejparipám rézpatkója - Hungarian Traditional

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

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

13. Pe Loc - Romanian Traditional

14. Botos tanc (Bota dance) - Romanian Traditional

15. Torontáli táncock - Hungarian Traditional

16. Ardeleana - Hungarian Traditional

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

18. Füzesi ritka magyar - Hungarian Traditional

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

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

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

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

	FANFARE  CIOCĂRLIA
	Radio Pascani
	1998
	55:02
	ROMANIA

FANFARE CIOCARLIA – см. тж. на сборнике ROMANIA (label: Network) ниже.

label: [pi’ra:nha]

Oprica Ivancea [a s, sopran cl]; Ioan Ivancea [sopran cl, v]; Costica ‘Cimai’ Trifan [tp]; Radulescu Lazar [tp, v]; Nicusor ‘Pusac’ Cantea [tp, perc]; Craciun Ivancea [a s]; Constantin ‘Sulo’ Calin [tenor horn, v]; Laurentiu Mihai Ivancea [baritone horn]; Constantin ‘Pinca’ Cantea [tuba]; Monel Trifan [tuba]; Constantin ‘Gisniac’ Ursu [large drum].

«Sometimes when I tell people I come from Zece Prajini they think I come from the end of the earth. But here, at the end of the earth, is the right place to make music.» 

– Costica Trifan
23 fast brass titles in 55 minutes playing time: That is what Fanfare Ciocarlia's debut album delivers! This eleven-strong brass ensemble hailing from the far northeast of Romania with its roots in the folk music of the Balkan region represents the music of a gypsy tradition.
Vibrating trumpets, driving timpani, embellish​ing saxophones and wild clarinets all create an unbelievably fast and complicated music to accompany all major occasions in life! 

 --- ‘Folk Roots’
Zece Prajini (meaning ten fields) is a village of just four hundred souls, surrounded by gentle mountains and dusty tracks. Situated in the east of Romania, it is no more than a stone's throw from the border with the former Soviet republic of Moldova. This area of Romania is known for its rugged seclusion and the stubborn poetry of its inha​bitants. In the evenings, when the winds calm down, the sounds of the fanfare echo from the surrounding slopes. This is the home of the eleven Romany gypsy musicians who make up the FANFARE CIOCARLIA brass ensemble.

The origins of Romany gypsy brass bands are tobe founded in the Turkish military bands that emerged at the beginning of the nineteenth century. Then, the Ottoman occupation of the Balkans had a considerable influence that can be clearly heard in the music across Bulgaria, Macedonia, Serbia and Romania.

The art of playing music has been handed down from generation to generation since time immemorial. There is no sheet music. The instruments, bearing the marks of the previous decades, have lost their shine and gained their own patina. On them FANFARE CIOCARLIA manage to set off a musical firework display, with an unbelievable talent for intricate rhythms and dizzy tempos. Traditional dances from Romania and rhythms from Turkey, Bulgaria and Macedonia are played on horns, trumpets, clarinets and timpani. 

Every weekend the instruments are hauled off to be played at weddings and other ceremonial occasi​ons. They are often played for over thirty hours non-stop. For each different moment in life there is an appropriate piece: geamparale, sirba, hora, and if the mood requires, a racy rusasca at the end. Back in their village the musicians soothe their sore lips and await their next engagement.

A wonderful symbiosis exists between the older and the younger musici​ans. There is respectful silence whenever the old master Radulescu Lazar himself reaches for the trumpet and strikes up his wild "Rusasca lui filon" dance. The younger musicians' eyes still narrow dreamily at these sounds as their fingers nervously caress the valves of their instruments. The older musicians wink tolerantly whenever the younger generation blast new sounds through their horns. Since music cannot "only" be about traditi​on, they take up current melodies from movies between Bollywood and Hollywood as well as adapting international radio hits to FANFARE ClOCARLIA's very own style.

	FANFARE  CIOCĂRLIA
	Baro Biao
	1999
	59:05
	File under: Romania / Brass / Gypsy Music
label: [pi’ra:nha]    www.piranha.de 

Piranha Records are proud to present the great Baro Biao wedding party! What better place for a World Wide Wedding than in the shadow of the Carpathian Mountains – here where the 12-strong Gypsy brass band Fanfare Ciocarlia serve up a fantastic Musica Tziganeasca.

Performed at a dizzy tempo, the powerful basses, driving percussion and spinning solos of the trumpet, clarinet and saxophone will transport every listener straight into the longest and wildest Gypsy parties in the whole wide world: Baro  Biao Wild  Wilder Wildest World Wide Wedding!

Nowhere in eastern Europe is there such a clash of western and eastern musical traditions as in Romania. In this land of myths and legends, music still occupies an important place in everyday life. A wedding or any other celebration without musicians would be simply unthinkable.

Brass, in particular, plays a central role in the musical life of Romania's northeastern region of Moldova. However, more western-oriented bands with electric instruments and small line-ups are increasingly in demand, and are gradually killing off the opportunities for the traditional brass bands to earn a living.

And yet the 12 musicians of the Gypsy brass band FANFARE CIOCARLIA from the village of Zece Prajini proudly uphold the traditions of their forefathers.
Melodies and dances like the Sirba, the Hora and the Ruseasca are played at a breakneck tempo with a racing sense of rhythm. The group's practically boundless repertoire combines local music traditions with every influence imaginable: from eastern dance styles like the Manea to western pop and jazz.
On "Baro Biao" FANFARE CIOCARLIA present the breadth and depth of their musical lives from the rich traditions of village folk to urban "Musica Tziganeasca". Their thumping bass, driving percussion and spinning solos of the trumpet or saxophone plunge us straight into a wild world of Romanian Gypsy wedding parties.

Oprica Ivancea – sopran clarinet, alto saxophone
loan Ivancea – sopran clarinet 

Costica "Cimai" Trifan – trumpet, vocals

Radulescu Lazar – trumpet, vocals
Nicusor "Pusac" Cantea – trumpet

Craciun Ivancia – alto saxophone

Constantin "Sulo" Calin – tenor horn
Laurentiu Mihai Ivancea – baritone horn
Constantin "Pinca" Cantea – tuba

Monel Trifan – tuba

Costel "Gisniac" Ursu – large drum

Nicolae Ionita – percussion

Asfalt Tango   6.09 

Manuela Oh Manuela   4.02 

Sirba de la lasi   1.37 

Hora de la monastirea   1.44 

Mariana 3.18 

Manea cu voca  4.34 

Mr. Lobaloba   2.17 

Tiganeasca   1.54

Doina si cintec  3.19

Hora lui Pusac   1.21

Hai Romale!  1.50

Piece de Tarita   2.59

Lume, lume si Hora   6.49

Balaseanca de 8 ore   2.27

Sirba fluierate   2.29 

Manea tiganilor   3.04 

Casablanca   2.35

Baro Biao   5.30 (Pascani Wedding)

Fanfare Ciocarlia
«Они играют быстрее, безумнее и жестче, чем любая из дет-металлических групп», - говорится в одной из рецензий на их CD. Что интересно, они начали играть подобным образом значительно раньше, чем любая из дет-металлических групп. Если честно, играть подобным образом в их родном краю начали еще, пожалуй, до Первой мировой. При турках-османах в военные оркестры на Балканах набирали цыган, поскольку те быстро обучались музыке, - потом турок с Балкан погнали, а инструменты, мелодии и привычка к совместному музицированию остались у цыган и передаются ими из поколения в поколение. Само музицирование, впрочем, по сравнению с эпохой османского владычества претерпело некоторые изменения - макабрический «Калашников» из «Подполья» Кустурицы вряд ли мог быть сыгран каким бы то ни было военным оркестром, однако коллектив Fanfare Ciocarlia, чья родословная восходит к тем самым оркестрам, играет примерно так. Только еще быстрее, безумнее и жестче. «Когда я говорю, что живу в деревне Зече-Пражини, люди думают, что это где-то на краю света, - говорит трубач Fanfare Ciocarlia Костика Трифан по прозвищу «Чирнай». - А по-моему, край света - это самое правильное место, чтобы играть музыку». Край света -это цыганское селение с четырьмя сотнями жителей на самом востоке Румынии, в двух шагах от молдавской границы. Fanfare Ciocarlia, как водится, играли в этом селении на свадьбах, похоронах и танцах - пока не случилась инспирированная Кустурицей и Бреговичем мода на цыганско-балканский угар, в связи с которой Fanfare Ciocarlia приходится чередовать выступления на свадьбах в Зече-Пражини (где они, по их же словам, порой играют до тридцати часов кряду) с концертами где-нибудь в Японии. Их музыка, в полном соответствии с теорией советского композитора Кабалевского, зиждется на трех китах: песня, танец и марш, причем в категории «песня» встречаются и древние цыганские произведения, и последние радиохиты (только сыгранные быстрее, безумнее и жестче). Есть и четвертый, невидимый миру, кит - всем известная, но оттого не менее действенная, цыганская хитрость. Солист группы Zdob Si Zdub Роман Ягупов, неоднократно совершавший паломничества в Румынию, рассказывал однажды, что состав Fanfare Ciocarlia варьируется в лучших традициях «Ласкового мая» - то есть в разных географических точках в один момент времени могут играть до десяти «Фанфар». В Москву вроде бы едут самые важные и главные - впрочем, даже если какого-нибудь из трубачей-усачей оригинального состава заменит музыкант с тромбоном и другой конфигурацией усов, суть музыки от этого не изменится: «Дикие звуки Трансильвании, Валахии и Молдавии» - как метко схвачена эта самая суть в названии их первого CD.

--- Афиша

	FANFARE  CIOCĂRLIA
	Iag Bari
	2001
	53:59 +
	multimedia CD with a bonus video clip

label: [pi’ra:nha]    www.piranha.de 

"With up to 200 beats per minute Fanfare Ciocarlia blow every musical frame. Techno on battered brass, too aggressive to be folk music, too masterly to be punk, out of lungs big as balloons: powerful, tender, dangerous" 

--- Holger Witzel, Germany

	ROMANIA: 

Dumitru FARCAS, 

Taraf MOCIU, Florea PASCU, TARAF DE HAIDUKS, FANFARE CIOCARLIA
	Wild Sounds from Transilvania, Wallachia & Moldavia
	1997
	71:47
	ROMANIA
label: Network (Frankfurt)

FANFARE CIOCARLIA – см. тж. выше

TARAF DE HAIDOUKS – см. тж. ниже
Of all the countries of eastern Europe, it's in Romania that you can hear most clearly the collision of eastern and western musical traditions. Not only is there a fusion of influen​ces within the music itself, but also a broad geographical division within the country marked by the Carpathian mountains. Within the Carpathians, as they curl in on themselves at the end of their march across eastern Europe, is Transylvania, which once belonged to the Habsburg empire and where the music is recognisably central European. Beyond the Carpathians are the regions of Moldavia to the east, and Wallachia to the south. In both regions the sound is more eastern and some of the instruments betray the Ottoman influence which lasted here three centuries. Despite these geographical and historical con​trasts, all the music is recognisably Romanian and there are important common ingredients right across the country – for one thing, the importance of the violin as the lead instrument and, alongside the voice, the principal means of musical expression. Also the strength of the rural and pastoral tradition.

All three of the main regions of Romania are represented here. Most of the tracks are from villages deep in the countryside and the majority were recorded when village life was even stronger than it is now. Ceausescu's most extreme policies had yet to take effect and the influence of the west was far less pervasive than today. So these recordings preserve a moment in time, yet are by no means remnants of a lost world. Village music in Romania is still putting up a strong fight in the face of urban influences and the homogenising effect of western rock and pop. It remains the most vibrant living tradition in eastern Europe. [...]

	TARAF DE HAÏDOUKS
	Honourable Brigands, Magic Horses and Evil Eye
	1994
	76:02
	TARAF DE HAIDOUKS – см. тж. на сборнике ROMANIA (Network) выше.

ROMANIA

label: Crammed Discs (CramWorld) 

Этот диск входит в список – John ZORN: My Favorite Ethnic Recordings.

This second Taraf De Haidouks album offers a range of musical styles stemming from popular traditional music of Romania: ballads, love songs, Gypsy melodies, dances... Thanks to the intimate coexistence of several generations of lautari, all the repertoires meet and compete, the old style songs and those with modern arrangements.

Двенадцать неярких мужчин в скромных костюмах называют себя оркестром благородных разбойников и исполняют музыку, непостижимо близкую к совершенству. 
В 89-м году двое бесстрашных бельгийцев мотались по стране, где вот-вот должны были линчевать Чаушеску. В цыганском селе Клежаны под Бухарестом услышали местный фольклорный коллектив Им очень понравилось, они пообещали организовать концерты у себя в Бельгии. И сдержали слово. А вскоре на бельгийском лейбле был издан альбом Taraf De Haidouks: Music Of Romanian Gypsies. Релиз встретили на ура.
В результате двенадцать оседлых цыган в возрасте от старшего школьного до глубоко пенсионного вернулись к генетически предначертанному образу жизни: вот уже 10 лет они кочуют по университетам и клубам, переезжают с фестиваля на фестиваль. Иногда они возвращаются на родину, чтобы отдышаться и напитаться хтоникой. Именно там, в Клежанах был записан их последний диск Dumbala Dumba. 
Музыка Taraf de Haidouks уходит корнями в темное средневековье и далее. Древняя цыганская традиция вместила множество напластований — тут и турецкая и стилистика и влияние балканских соседей; многие вещи исполняются на румынском языке. В репертуар ансамбля входят свадебные танцы, героические баллады, любовные песни... Играют Haidouks мощно, ярко, изобретательно, разнообразно... в общем — стандартный хвалебный набор и всё в превосходных степенях. В ансамбле доминируют скрипки и аккордеоны. Великолепный вокал, то зажигательный, то абсолютно гипнотический (в ансамбле пять штатных певцов, не считая приглашаемых артистов).

	TARAF DE HAÏDOUKS
	Dumbala Dumba
	1998
	69:03
	label: CramWorld (Crammed Discs) (Belgium) 

e-mail: crammed@crammed.be  http://www.crammed.be 

Recorded in the village of Clejani, at Electrecord Studio (Bucharest), and in concert (Brussels).

voice; accordion; violin; double bass; flute; guitar; cymbalum; percussion.

With their first two albums, the Taraf de Haidouks introduced us to the musical world of the Romanian Gypsies, which includes medieval ballads, Turkish-flavoured dance tunes and poignant love songs. On this new album the Taraf have invited a series of guests who live in and around their village of Clejani: the musicians from Mirsa and their characteristic call-and-response vocal style, the ursari (who descend from the brotherhood of the bear-tamers), Rosioru, the master of Valachian Gypsy crooners, as well as Viorica, a remarkable female vocalist. Great performances by these Musafirii (guests) and by the entire, regular line-up of the Taraf all contribute to make Dumbala Dumba a fresh, warm, intimate and poetic album...

For this third album, the Taraf de Haidouks have invited other musicians to join the band: Lautari from surrounding villages and some occasional musicians. Their contributions help complete the musical picture of Clejani and its region.

A female vocalist has joined the band for the first time. With her sensual voice and her diverse repertoire which draws from the music of the suburbs as well as from village tradition, Viorica perfectly expresses the Gypsy spirit.

The lautari from the village of Mirsa have their own specific song style. They improvise in call-and-response mode around a pre-existing framework, and trade humorous and witty lines which evoke serious subjects: everyday tragedies and love dramas.

The third group of guests are Napoleon and his friends. They are part of the poorest and most despised group of Gypsies: the ursari, who descend from the ancient brotherhood of the bear-tamers. Their old trade has now disappeared and, as they are too poor to hire musicians in order to celebrate life's great events, they sing their own songs and accompany themselves on makeshift percussion instruments (barrels, chairs, spoons) or by producing rhythms with various parts of their bodies (hands, feet, mouth).

In this lost corner of the great Romanian plain, traditional music and dances have always accompanied life's most precious moments: births, baptisms, weddings, burials, harvests ... A specific repertoire highlights each stage of a ceremony, according to precise rituals. Amidst the clamour of the modern world, these traditions obstinately survive thanks to the presence of the lautari, a lineage of Gypsy musicians who pass them down from generation to generation.

A lautar cannot escape his roots. Despite changing tastes, he still sends his children to Neacsu Nicolae, who canes their fingers as he teaches them to play the violin, or to Hogea the accordionist, who thinks nothing of leaving them standing in his yard until he gets back from the cafe. This is how the horas, sirbas and jamparale survive, these tunes to which country people like to dance, not only at traditional events but also in the discotheques, as the same basic musical patterns are now played on electronic organs and drumkits.

Thanks to the diversity and originality of its members – who are all lautari – the Taraf de Haidouks has a fabulous, fluid repertoire which escapes the rigidity of folklore. The old ones, masters of rhyme and guardians of the storytelling tradition, improvise constantly. They do not hesitate to modernize the stories of the ballads. As for the young lautari, turning their backs on the traditional haidouks, princesses and village dances, they prefer Turkish, Serbian and Bulgarian rhythms. Their desire to innovate urges them to create new arrangements with more of a Gypsy feel. Tunes they have heard on the radio, on video tapes or during weddings, find their way into the Clejani repertoire, and the classic Romanian dances take on an eastern flavour.

Beyond the traditional repertoire which is mainly Romanian, there also exists a typically Gypsy type of song – sung in a "crooning" style with a flowery, tragic instrumental backing. Mixed with popular music from neighbouring countries, Gypsy music is booming. With lyrics evoking the harshness of life, these new hits set Romanians and Gypsies alike dancing and crying.

How will traditional Gypsy music develop after the death of the old lautari? We are the privileged spectators of a magic moment in time, when competition between styles provides the stimulus, when both young and old vie with each other to show off their art and virtuosity.

Green forest, forest green... My youth is gone.

Nicolae Neacsu has not slept for eons. Only the moon and the glowing embers of his cigarette pierce the darkness. The most hardened drunks in Gypsyland are already snoring, even those who lie where they fell, in a rut in the road. Tarmac will never be laid on this dusty road. But who cares?

Standing on his doorstep, Nicolae quietly smokes his bad tobacco. Who knows what he's thinking, which ancient quarrel he has dug from the depths of his memory to start his day? Gossip-mongers maintain that spitefulness has turned his blood to gall. They also say that his mattress is stuffed full of dollars. Nicolae fulminates, brandishing his bow at the skies: "Is it my fault that these stupid Gypsies waste their money on drink, or playing dice, instead of buying bread? I pity them, especially the children, poor and black, like dung burnt by the sun. But me, an old invalid who travels the world with his violin to feed all these mouths, that's pitiful, now isn't it ?". The truth is that neither the beggars, nor even the lautari musicians are interested in his ballads from bygone times.

Except for one, who lives just across the way... Mitica Cacurica, Neacsu's fiercest enemy, scoffs at him from his yard.

Last night, an excess of plum brandy turned into a torrent of sadness, and Mitica sang tunes from his lost youth. At first he sang quietly, heartbreakingly, then at the top of his lungs, caring little if he woke the whole damned village. He bellowed his despair at the ink-black sky. He bellowed at the plains and the oil wells where he lost his health. He bellowed at the sodden earth wherein rots his daughter, the most beautiful girl in the world. He would have cried if he could, but his tears were all dried up. Gypsy destiny, devil take you!

Mitica sat with his small cymbalum on his knees, his bottle by his side. Only stray dogs and the monotonous creaking of the oil drills echoed his singing...

Dawn finds Nicolae dozing on the bench by the village path. The cane he uses to beat the children leans against his bad leg. It is no ordinary cane, rather it is a cold, metallic tube taken from a wrecked car, most likely the gear stick... The old man's head hangs to one side. Rattling sounds emerge from his toothless mouth. Suddenly an oily globule of spittle lands in the middle of the path, leaving a dark stain. The old man sits up and straightens his hat, crumpled like the comb of an old rooster.

In the yard opposite, Mitica, basin in hand, is already feeding his hens and pigs. "Over here, my little ones, my sweet ones..." His wide, coppery face softens. He leans over to caress a snout, smooth a feather. Then, trousers hanging under his belly, he splashes his sturdy chest with icy water. Piously, he concludes his morning ritual with a big slug of brandy, invoking as he does so the Creator, who sees and tolerates all our depravities. At this hour, when the young calves begin to suckle, Mitica greets Nicolae. Then, head hanging and feet dragging, he leaves for work, convinced he is the most honest man in the world.

On his bench, Nicolae waits and observes the slow parade of souls coming and going on the path. Today he plays his violin at the weddings of the same youngsters he used to chase away with his cane. And, who knows, tomorrow he may bury them to the sound of his bow. After all, that is how he makes his living. He also trades contraband cigarettes. He carries them in a plastic bag tied, like a limp purse, to the string he uses as a belt. He makes himself out to be a poor beggar so that his enemies, and even the Grim Reaper, will take pity on him. But the whole village knows how miserly he is, and some say that even Death will have nothing to do with him...

The fall of the Romanian dictatorship coincided, quite by chance, with the end of Neacsu's reign over the little village of Clejani... That winter, while riding his bike through swirling snow, Nicolae fell and broke his leg. Huddling under his blankets, he spent all winter nagging at Aurica, his daughter-in-law, who hates his guts: "Bring me my violin! Plump up my pillows!" As for food, a sparrow eats more than he does. Aurica still curses the day she married his son, Fane, that fat, good-for-nothing Gypsy who beats her. Clean the kids, pluck the chicken, make the soup! Heaven help her! Aurica sighs: she, who had so many suitors, to end up slaving for the old man. There he is, calling for her again. May his toothless mouth rot in hell!

Why is he calling her? Out of the window he has seen a very tall man walking along the tracks of Gypsyland, gesticulating to the few old women out and about in this cold weather. One indicates one direction, another the opposite. The man puts his briefcase down in the snow and, with his long arms, traces the outline of a musical instrument in the freezing air. Then he pretends to play it. His gestures are so precise you can almost hear the music. It makes the old women laugh and, embarrassed, they slap their faces. Meanwhile, the path has become a sort of huge chicken run, astir with activity. Lautari running double quick from their houses are tuning their instruments. But the foreigner insists. It seems to Nicolae he heard the man pronounce his name: "Neacsu Nicolae". Is it possible? A foreigner, come to this god-forsaken hole to bring him, Nicolae, back from the dead?

The foreigner stands there, in the yard, surrounded by a horde of children who stare at him with their soulful coal-black eyes. The youngest among them cling to his coat tails. The whole village is leaning over the fence, a dark human barrier against the snowy backdrop. Aurica screeches at the sight-seers with her hoarse voice, flapping her arms as if to shoo away hens. "What are you all looking at? Shame on you all! Go on, go away!" The foreigner belongs to the Neacsus since he is standing in their yard. Aurica pushes him inside the house.

The foreigner is from "the land of Belgium". His arrival marks the beginning of the incredible saga of the "Tarafde Haidouks " and their travels throughout Europe. But that is another story...

Padure verde, padure...

(Forest green, green forest...)
Old-fashioned love song sung by Cacurica. The lyrics are in Romanian, but he sings the song with Gypsy rhythm and feeling. Cacurica is more concerned with creating pretty rhymes, including anecdotes and evoking certain images, than he is with the coherence of the text. It is more a state of mind than a story.

Dumbala Dumba

A typically Gypsy song, sung by Viorica. This music comes from the suburbs, the seediest parts of town. It cells of the Gypsies' resourcefulness: girls selling flowers and chewing gum, small-time gangsters... These rhythmic melodies, mischievous or sad, are very popular at parties and in the discos.

Mestere Manole

(Manole, master mason)
It is rare to hear a woman singing a ballad. These epic tales are usually sung by the old lautari. It is surprising to find one in the repertoire of Viorica, a young singer of Gypsy music. She retains the narrative spirit of the ballad but introduces a more rhythmic dimension. She keeps the text short, favoring the music over the story itself.

The legend of Mason Manole is very widespread in the Balkans. It occurs in different forms with slight variations, but with the same central theme: the sacrifice of a woman in order to construct a building (church, bridge or tower) which had been threatening to collapse. Manole suggests that when the first of the masons' wives arrives with their lunch picnic, they should hole her up alive in the wall. It is of course his own wife, the most courageous, who is sacrificed.

1 Introduction 

2 Dumbala dumba 

3 Săbărelu (cit e Argeşul de mare) 

4 Rustem 

5 Foii de prun şi foii de praz 

6 Cuculeţu 

7 Terno chelipe 

8 Catar o birto mai opre 

9 Pe deasupra casei mele

10 Meşteru Manole 

11 Cintece de jale 

12 Pe drumul minastiresc 

13 Padure verde, padure 

14 Tambal solo  

15 Tot taraful 

16 Hora ca la ursari

	TARAF DE HAÏDOUKS
	Music of Romanian Gypsies
	
	23:49
	label: Gitanes Records

The vast majority of the village musicians in Romania are gypsies, and it's the gypsy band (taraf – the word comes from Arabic) that is at the centre of any celebration. More recently, the Taraf de Haidouks have become the country's most famous gypsy band making spectacular recordings and foreign tours. But most of these musicians are known only to their own communities and that is their strength and livelihood. They are masters of their art, well practised in playing for weddings and parties, the sorts of occasions which are unthinkable in Romania without music.

The Taraf de Haidouks, from the village of Clejani near Bucharest, demonstrate how Romanian village music is still a living and developing force. They have toured extensively as a sort of Romanian Gypsy Supergroup and they juxtapose the old-style music of the veteran band-members with the new-style of the younger players, which is fast and furious, bursting out into individual instrumental breaks over sprightly, leaping plucked-bass lines, which wouldn't be out of place in a jazz club. For their finale, they combine into a massive thirteen-piece ensemble with swirling fiddles, accordions and insistent rhythms tapped out with sticks on the back of the tambal (hammer dulcimer).

The Taraf de Haidouks is not only the most famous band from Wallachia, but is a good example of the typical Wallachian sound. The fiddle, accordion and bass are found all over Romania, but the distinctive instru​ment is the tambal. It probably came to Romania with Turkish gypsy musicians (it's called kanun in Turkish), and the rippling, jangling sound of the hammers racing over the strings fills out the middle textures in the music. In the old days, bands would have had the lute cobza performing a similar role, but this has now largely given way to the more resonant and virtuoso tambal.
Дедушки из румынской деревни Клеяни – на сегодняшний день глав​ные цыгане во Вселенной. Дедушек раскопали в 1990 году два бельгий​ца, Стефан Каро и Майкл Винтер, - и с тех пор дедушки как сыр в масле катаются: выступали с Иегуди Менухиным, в кино снимаются, дружат с Kronos Quartet и выпускают диски на умном лейбле Crammed Discs. Последний альбом записан на кон​цертах в Бухаресте, первых за десять лет, - на родине дедушек, видимо, воспринимают с тем же восторгом, что у нас, скажем, трио «Ромэн». Де​душки, однако, стараются вовсю: лу​пят по цимбалам со скоростью пуле​мёта, истошно трубят во всевоз​можные трубы (при поддержке ду​ховой группы македонского Kocani Orkestar [см. ниже]), выписывают немысли​мые кренделя на скрипках, не слиш​ком заботясь о попадании в ноты. Будто дело происходит не в кон​цертном зале, а на свадьбе в румын​ском селе – и уж такой свадьбе точ​но и неба было бы мало, и земли. Понятен восторг просвещенных европейцев: у них сплошная скука да увядание, а у Taraf de Haidouks – кровь, почва, жизнь, какова она есть. Опять же не какие-то проны​ры-фальсификаторы, вроде Горана Бреговича, ворованную музыку за свою выдают – сам народ играет. Сам сочинил, сам и играет. Одна моя знакомая, к примеру, признала в треке «The Return of the Magic Horses» мелодию, кото​рую в её детстве по украинскому радио крутили, в шесть утра, вмес​то гимна. Мне, в свою очередь, точно таких же гайдуков довелось услышать в Кантемировской диви​зии, в виде ансамбля песни и пляс​ки румынской армии – и ведь то же самое играли, и так же лихо. Как бы ни будоражила кровь музыка Taraf de Haidouks, чувствуется в ней типично цыганское лукавство: забросит судьба в среднерусскую деревню, подковы ковать пойдут, придется по Европам ездить и жи​вую жизнь изображать – изобразят и её. Рассказывают, что один мос​ковский музыкант после концерта Taraf в Концертном зале Чайков​ского ринулся в гримерку за авто​графом. Приходит – а там дедушки, как на подбор, все сонные. Один очнулся ото сна, черкнул что-то не​разборчивое, а когда музыкант ри​нулся к выходу, закричал вслед: «Эй! Куда пошел? Денежку-то дай!» --- Афиша

	Sanda WEIGL
	Gypsy Killer
	2002
	38:43
	label: Knitting Factory www.knittingfactory.com 

Sanda Weigl [v]; Anthony Coleman (см.) [p, organ, sampler]; Marc Ribot (см.) [g]; Glen Velez (см.) [hand perc]; Ted Reichman [accordion]; Roy Nathanson (см.) [s s]; Douglas Wieselman [cl, eb-cl]; Curtis Hasselbring [trb]; Brad Jones [b]; Alexander Fedoriouk [cimbalom]; Roberto Rodriguez [d, perc]; Jim Pugliese [perc]; Hans-Jorn Brandenburg [p, organ]; Noah Hoffeld [cello]; Alicia Svigals [vln]; Matt Darriau (см.) [kaval, gaida]; Briggan Krauss (см.) [a s]; Curtis Folkes [trb]; Basya Schechter [hand perc]; Ken Dunlap [el g].

All music traditional

Produced & arranged by Anthony Coleman

After escaping political persecution in East Berlin, Sanda Weigl came to New York with only her voice – establishing herself as the 'Downtown Gypsy Queen'. The debut album produced by Anthony Coleman features many downtown luminaries.

"When I was a little girl in my native town of Bucharest, the gypsies showed me how to to sing and how to live. And later in East Berlin when the state put me in jail ( a badge of honor for many artists) gypsy music kept me alive. When the jail door opened, I packed my bags and hit the road and followed the Trail of the Gypsies. It took me right to New York City where I met Anthony Coleman and the wonderful musicians who helped me create this album – giving my own voice to the ancient gypsy tunes and styles of the many countries I have passed through." 

	Eyal SELA
	Hijaz
	1995
	54:59
	label: MCI (Israel)

Eyal Sela [cl, bass cl, a&s s]; Yair Dalal [oud]; Noam Topelberg [fretless bass]; Yosi Ron [classical/ac/el guitar]; Asaf Sirkis [d]; Zohar Fresco [perc: duff, durbakkeh, bendir, bodhran, Irish drum, cymbals, champares].

Hijaz is the name of a geographical region and also a name of a musical scale, very common in the Balkan and East mediteranean countries like Bulgaria, Yugoslavia, Rumania, Turkey and Greece.

This recording is a special attempt to enliven various ethnic styles from the Balkan and E.M. area and to give them a contemporary touch while keeping the spirit and the authentic way of playing.

The Clarinet has existed in those regions for more than 300 years. It is considered to be one of the most popular folk instruments. It's special qualities of expression and flexibility of sound enables it to transform from virtuoso Bulgarian playing to a more flexible Turkish one influenced from the Arabic quarter tone music. This C.D. is a collection of ethnic Clarinet music from the "Hijaz area" and includes also original pieces written by Eyal Sela, one by Herbert Jagst and two "mironic" Jewish Klezmer pieces.

Eyal Sela 

A multi-colored Clarinet artist who links several musical styles, from "Western" classical, Jazz and Rock music to Eastern-Balkan, Arabic, Turkish and Jewish Klezmer music. He is known for his interesting approach to improvisation and for combining different musical styles.

Eyal started his musical career at the "Rubin" academy of music – Tel Aviv as a composer and Clarinetist, when he discovered ethnic music and devoted himself to it. It is the first attempt of a "Western" Clarinetist to enter Yoguslavian, Bulgarian, and Turkish Clarinet folk playing.

YUGO I – Yugoslavian Folk Music

MAWALL – Eyal Sela

The Mawall is a way of a free improvised singing without words that comes from Arabic classical music. The Clarinet, which is considered to be one of the nearest instruments to the human voice, plays a free improvisation in the Mawall style.
ANKARA – Turkish Folk

GROOVE 13 – Bulgarian Folk

A Bulgarian virtuoso piece. It is played in a very fast 13 asymetric rhythm which is very popular in Bulgarian Folk music (222322).
BOTTLES – Greek Folk

Originally a Greek tune with a typical slow rhythm. It is mostly known today in religeous Jewish communities as "Kadachke" dance wusic. When it's performed, the dancer puts a burning torch or a bottle on his head.
BULGARIAN CHEESE – Bulgarian

JONNYAND CHRIS AWAKE – Herbert Jagst

A piece performed by the group along with "Helmut Eisel & Jem" on one stage in Safad festival 1993. This special number written by basist Herbert Jagst, is a mixture of European jazz and Klezmer music.
YUGO SAX – Balkan

ZUR MISHELO – Sepharadic Jewish Traditional

A tune of Greek origin that is known today as one of the Jewish Sepharadic traditional melodies.
STIVIE – Eyal Sela 

TRANSE – Turkish Folk 

MAMALIGA – Rumanian Folk

HALAKA – 'Mironic'' – Jewish

"Mironic" music composed at the Miron mountain in the North Galilee of Israel, for special religious ceremonys. Its a style that combines the "Klezmer" tradition of East Europe and has influences from Turkey and Morroco.
BALKAN-9/8 – Yugoslavian

This 9/8 rhythm Jugoslavian piece is a combination of fast Bulgarian tempo from the North and the Arabic / Turkish approach to improvisation and rhythmic patterns from the south.
Arranged and Orchestrated by Eyal Sela and the musicians. Musical production – Eyal Sela.

	3 MUSTAPHAS 3
	Bam! Big Mustaphas Play Stereolocal-music
	
	67:32
	ethno punk/dub

label: Piranha

Niaveti Mustapha [accordion, fl]; Hijaz Mustapha [hawaiian g, fiddle]; Uncle Patrel Mustapha [bouzouki, saz, male voice]; Sabah Habas Mustapha [b]; Houzam Mustapha [drum kit]; Isfa'ani Mustapha [djembe, bongo, perc]; + Kemo 'Kem Kem' Mustapha [p, accordion, synth (special Balkan programming)]; Lavra Tima Daviz M [female voice]; Anne Stephenson & Sally Herbert [vln]; Jocelyn Pook [viola]; Rachel Maguire [cello]; Andreas Blake [s&a s, cl]; Telor Borrachon Pavel [trb]; ExpenSive Mustapha [tp]; + Jova Stojiljkovic (см. выше) (#13).

The home of the Three Mustaphas Three – Fez off! – is called Szegerely. Look for it in your European travel guide! It was a personal quest that led Kemo Mustapha to a Yugoslavian mountain village called Golemo Selo to find the Serbian Gypsy Brass Band of Jova Stojiljkovic (см.) and invite them to the Berlin Festival.

	ALBANIA
	Vocal and Instrumental Polyphony
	1988
	47:20
	label: Le Chant du Monde (Harmonia Mundi, France)

Collection Musee de l'Homme

The recordings were made during a mission of the Centre National de la Recherche Scientifique, and the Ministere des Relations exterieures, France.

The traditional music of Albania is deeply rooted in an original culture that dates back to ancient Illyria and it possesses a vigour uncommon today. It stands as the living expression of a people, asserted collectively, which has been forged by particularly strong community ties throughout its history.
Folklore is vivid and powerful in the People's Socialist Republic of Albania. Its traditions enjoy great prestige in musical cultural life as the manifestation of ethnic and national identity. This record, which illustrates the wide range of peasant vocal styles and practices and also includes two instrumental pieces played by semi-professional musicians is an eloquent example. All the pieces come from the southern part of the country where polyphonic expression is the predominant musical form. The songs fall into two categories, those typical of the Lab region (nos. 1, 2, 3, 7), which stretches from the left bank of the river Vjosa as far as the Greek frontier, and those belonging to the Tosk region (nos. 4, 5, 6, 8, 9, 10), which lies in a cultural area bounded by the river Vjosa and the river Shkumbini. Tosk styles are also found in the far south in the Cameria region (see map).
The art of polyphony in these parts of the country covers an extensive repertoire, with texts deriving from several literary veins: satirical, lyrical, epic-lyrical, historical and political-historical. In performance, the epic-lyrical and historical pieces are generally sung in broken sequence.

The songs of the Tosk region usually consist of two solo parts plus a drone and are performed by either men or women. The chief features of the solo passages are the comparatively broad melodic movements with jumps of intervals as in yodelling (no. 4). The manner is "rubato" and the construction makes wide use of imitation, a technique whereby the two leading voices alternate to an elementary counterpoint based on the hiatus between the thematic motifs (nos. 5, 8, 9, 10).

Lab polyphony, on the other hand, favours simultaneous development of the parts, built to a great extent on a pentatonic frame. This system (or rather polyphony understood as the deliberate overlaying of parts) is principally vertical, often resting on dissonance. Here, the syllabic metre, which is variously iambic depending on the piece (cf. 1, 2, 3, 7), is strict and rendered musically by a marked "sostenuto". The sobriety of manner and the traditionally slow tempo of these songs, where the voices thread into strong homogeneous units, the very intense phrases of the first voice, the counterpoint movements of the second, the alternate interpolations of the third combine with the powerful syllabic drone to create a highly distinctive harmonic and polyphonic whole.
Simplifying a great deal, one might say that the Tosk system is basically the result of a horizontal rather than a vertical conception and, conversely, that the Lab system opts for verticality or juxtaposition of the parts. To arrive at verticality an overall view of the arrangement of the various parts is necessary whereas horizontality proceeds according to imitatory devices and the responsorial construction (theme and response) remains paramount.
The part songs with three and four voices represented on this record are all based on a drone. The drone gives the key, but is not executed in the same fashion in both regions. The Tosk drone, on the closed vowel "e", forms a continuous flow of sound and is virtually devoid of rhythm. This linearity means that, in certain cases, it may be uninterrupted from the beginning to the end of the piece (nos. 8, 9). In several other Tosk songs, there is a break at the end of a strophe as the voice falls, often accompanied by a short "glissando" in the lower register on the vowel "o " (nos. 4, 5, 6). While the Lab drone likewise gives the key it tends to be graced with micro-variations of pitch and changes of vocal colour shaded in successively. Also, it is always syllabized. But whether the drone constitutes an unbroken line (Tosk) or is syllabic (Lab), it invariably marks the centre of gravity for all voices. Other more general characteristics further distinguish Tosk and Lab polyphony. Mixed choirs are more readily accepted in the Lab region for example. Again, in the Tosk region, a small instrumental ensemble joins the choir, not superimposing its playing on the voices but providing an introduction or an interlude between strophes (no. 10). Through its high degree of development and crystallization, its great variety of forms and styles and its vast dissemination in the inland territory, Albanian polyphony constitutes an exceptional heritage of a vitality doubtless unique in terms of continental Europe. Instrumental polyphony is represented by two versions of the kaba (cf. the last two pieces). The kaba is a form executed by a small ensemble, more often than not led by the clarinet. Its basic repertoire of modal melodies is frequently enhanced by the vocal polyphonic tradition of the southern part of the country. Usually the kaba is played by specialist musicians invited for festivities, particularly weddings; these musicians are often gypsies whose families have been living in Albania for many years. The kaba consists of an amply developed instrumental prelude, unmeasured and largely improvised, often ending in a dance. It opens in a tranquil mood but gradually heightens in intensity to attain moments of great dramatic power (first kaba on band 11, after two minutes). The form owes its structural unity to the principle of modal exploration, whereby the significant notes are touched delicately or stated emphatically turn by turn. The technique rests on a continuous drone (played on the lute) occasionally strengthened by the other instruments and a rapid "sostenuto"on the frame drum (def). […]

	Sandor  LAKATOS  and his Folk Orchestra
	Master Of The Gipsy Violin
	
	
	LP    Hungary



	Sandor  JAROKA  and his Gipsy Band
	Virtuoso Violin, Clarinet and Tarogato
	
	
	LP    Hungary


GREECE,  CRETE

	GREEK-ORIENTAL REBETICA
	Songs & Dances in the Asia Minor Style, 1911-1937
	1991
	70:30
	label: Arhoolie Productions, Inc. (USA)

Edited and notes (24 page booklet inside) by Prof. Martin Schwartz.

The selections on this disc consist of some of the finest examples of songs and instrumentals of urban Greek musical traditions of Asia Minor (Turkey).

Until its complete seizure by the Turks in the 15th century, Asia Minor, and especially Constantinople, capital of the Byzantine Empire, was the focus of Greek cultural life. This situation persisted under the Ottoman Turkish rule of the Balkans, and even in 1921, a century after Greece had become independent from the Turks, the cities of Constantinople (Istanbul) and Smyrna (Izmir) continued to have large Greek popu​lations, with a commercial and cultural life far more developed than that of Athens.

Under the Ottomans there was a complex two-way interaction of the music of the Greeks and of the Turks (whose urban music was strongly influenced by that of the Persians and the Arabs, themselves heirs of early Greek musical theory). In the early part of this century, Greek musicians of Turkey performed Turkish and Greek music and hybrids thereof. The Greek musicians of Asia Minor were also well acquainted with music of Romania, Italy, and European music in general.

As a result of the Greco-Turkish wars, a period of numerous atrocities culminating in a vast fire in Smyrna, well over a million Greeks from Turkey emigrated to Greece in the period of 1922-1923, and many were quartered in Athens-Piraeus. Forced upon an already depressed economy, the majority of the "refugees" faced a variety of financial and social problems, including the resentment of the native Greek populace.

Nevertheless, by the end of the '20s, a group of these refugees, including most of the performers on this CD, through their talent, perseverance and professionalism (including a degree of musical education and literacy superior to what was usual for indigenous performers of vernacular music), managed to become the predominant force in Greek popular music. Among the activities which contributed to this situation was their founding of musicians' unions and their opening or performing in Smyrna-style musical cafes and drinking establishments. These activities coincided with the intro​duction in 1926 of the electric recording technique, which made for an increase in the quality and quantity of phonograph discs. In this expanding industry a number of the immigrants established themselves not only as performers, but as artist-and-repertory managers and as musical directors. They also took advantage of the new market for writing songs. Their compositions were not only in the genres of Asia Minor, but those of the Greek country side; many of those urban productions became famous "folk-songs", subsequently even sung in villages.

The main audience in Athens-Piraeus for live performances of the material which the immigrants from Asia Minor knew best were the lower class, made up of both refugees and inhabitants of the area from before 1922-1923. The Greek urban lower class was the matrix of a subculture characterized by distinctive values, dress, speech, etc. The music of this subculture is called by the plural term rebetika, which may simply be defined as Greek urban folk music.
We may contrast the rebetika as played by the musicians from Asia Minor, i.e. "the Smyrnaic school" (whose style was known in Greece even before 1922-1923) with the rebetika of "the Piraeus School" (it is this latter school alone which Greeks today often refer to as rebetika). The musicians of the "Smyrnaic school," in public performances, played the violin, the sanduri (a kind of hammered dulcimer), the kanonaki or kanun (a many stringed plucked trapezoidal zither), the ut (or oud, the lute-shaped instrument most commonly played in the Middle East), and other Turkish instruments, as well as guitar, accordion, banjo and clarinet. The singing (by either men or women) was richly and subtly ornamented. A particularly delicate showpiece for singers was the popular amane or mane [pl. (a)manedhes ], a slow, plaintive, highly ornamented vocal improvi​sation in a given mode, having lyrics based on a set couplet or quatrain; this genre is sometimes referred to by the equivalent Turkish term gazel(i). Some amanedhes are based on brief fixed asymmetrical melodies, including material of Romanian and Turkish origin. Dances characteristic of Asia Minor were the karsilama, tsifte-teli, and balos, in which women participated. It is this "Smyrnaic school" which is featured on this disk.

Until ca. 1934 the performers of the "Piraeus school" were nonprofessionals. Their music was chiefly associated with prisons and hashish dens, although it could be heard in cafes and bars. The instruments were the three-stringed buzuki and the smaller, high-pitched baghlama (which could be concealed to avoid police harassment) and occasion​ally the guitar; the music was performed by males, for males. The singing was far more rough-hewn and folksy than the vocal styles from Asia Minor. Yet both styles were closely connected from the outset. Common elements are (1) dance rhythms, especially the zeibekiko and hasapiko; (2) many of the melodies; (3) the general concept of taksim or introductory instrumental improvisations; (4) the underlying "modes" or scale-pat​terns (Turkish makamat, Greek dhromi); common "modes" occurring in titles on this disc are sabah, hedzaz, usak, and neva, which, as their names show, came to Turkey from the Arab lands and Iran, but which also overlapped with Byzantine church modes.

Indeed many of the songs of the Piraeus rebetica, and even much of the underworld slang and even dress, came from Asia Minor long before the period 1922-1923. They were brought along the commercial sea-routes (together with hashish, etc.) from the prosperous ports of Asia Minor and the nearby island of Syros, which also had a rebetic subculture.

The Smyrna-style nightclubs or boites offered the Greek urban proletariat an opportunity to hear rebetika played and sung brilliantly in a setting where they could drink and carouse with both men and women (this did not of course preclude preliminary visits to the many nearby hashish-dens and brothels). The performers included in their repertory songs about hashish, gambling, prostitution, theft, prison, etc. (some of which they knew from Asia Minor), as well as the rebetic themes of love and sorrow. Censorship permitting, such songs were also recorded. This gave rise to the interesting situation whereby the heirs of courtly artistic traditions of the Ottoman Empire played for the lowest social stratum of Greece.

It was only in the period 1933-1934 that the "Piraeus school" went public profession​ally with the formation of a quartet featuring buzuki, baghlama and guitar (Markos Vamvakaris, Yorghos Batis, Anestos Delias, and Stratos Payumdzis).

At this time the buzuki was finally recorded in Greece where it had been disdained by record company officials. Shortly before this, Piraeus-style buzuki recordings had been made in the United States. The first buzuki records released in Greece contained hashish-den songs by Vamvakaris, made with the collaboration of the great Smyrniot instrumentalist and record producer, Spiros Peristeris.

This set off a general collaboration, both in live performances and on discs, of exponents of the two "schools" and their respective styles, vocal and instrumental, which was to continue until the end of the decade. By the early "40s, however, a buzuki music of broader appeal, in the hands of such new virtuosi and song-writers as Vasilis Tsitsanis and Yannis Papaioannou, had become the dominant trend in rebetica, pushing the Smyrnaic sound aside.

In the Greek texts provided here, I have omitted the characteristic exclamations aman, meddet, yar-ey, gonul, etc., which are important to the performance of an amane but which are not part of the verses themselves (these exclamations derive from Turkish, and are comparable to "Good Lord!", "mercy!", "listen, people!," etc. in African-American gospel and "soul" music. I have also omitted the exclamation ya su ("your health!"), which, like the Flamenco ole, serves to encourage and congratulate the mu​sicians, as well as to identify them by name. The singers will sometimes say ya su for themselves, or even for the persona about whom they are singing (as on #5, "long live the hanumakya! ") On #10 one hears the elaborations "ya su, Rozika [Ladino diminutive of Roza], nightingale of Greece" and on #13: "ya su Rita mine, may I enjoy your little mouth", and on #2: "ya su, Papasidheris my boy, may you live a thousand years!"

I have given a strictly phonetic transcription. I have furnished rhymed and metered translations for several of the songs as well as literal renderings, as much as English permits, in an appendix.

The songs #14 and #19 are full of slang and local references, and since their contents are frivolous and simple, I have merely summarized them.

The English titles we have given to the selections are based on the contents of the songs, rather than on the original Greek titles, where these refer to the Greek terms for modes, rhythms, and genres. For transcriptions of the Greek, a phonetic system has been employed to indicate the actual sound of Greek pronunciation; hence stin gardhya (dh = th in English them) instead of the conventional stin kardia; yiros instead of ghyros; Zmirneikos instead of Smyrneikos, Tundas for Tountas, etc.

THE MUSICAL SELECTIONS
#1. ZMIRNEIKOS BALOS (No Hope But You) – Marika Papagika, vocal, Athanasios Makedonas, violin; Kostas (Gus) Papagikas, cembalo; Markos Sifnios, cello. New York City, 1928.

Anastenazo ke pono, lipume ke dhakrizo    

Dhen eho alon apo se ston gozmo na elpizo.

(I sigh in pain, I weep with grief and rue;

In all the world I have no hope but you.)

The balos is a couple dance still performed on a number of East Aegean islands, whence it spread to Asia Minor. It is of supposed Venetian origin. The "Smyrnaic" coloration of the present tune is in keeping with its combination of the dance-rhythm and the amane vocal improvisation. This well-known song had been recorded by the singer twice in the early "20s (with clarinet instead of fiddle).

Marika Papagika was born on the island of Kos near Turkey. Her recording career began in the U.S. in 1918 along with that of her husband Kostas, with whom she made the majority of her recordings, and the brilliant Makedonas (violin). She also recorded with such great talents as the Epirot violinist Alexis Zoumbas and the clarinetists Peter Mamakos and Nikos Relias. Papagika's early records include old rural folksongs and light or sentimental European-style numbers, but she eventually focused on the Smyrnaic-rebetic genre, including old songs about hashish, prison, and street-life. Much of her repertory corresponds to that of her predecessor Coula (recorded from 1916-1927), who sang in a less refined voice. Papagika's repertory and style is compa​rable to those of Amalia Baka and Angeliki Karagianni, who recorded well into the "40s, whereas Papagika stopped recording in 1937.

#2. GAZELI MUSTAAR (Burned Again) – Yorghos Papasidheris, vocal; Lambros Savaidhis, kanonaki; Dhimftrios Semsis, violin. Athens, ca. 1935.

[…]

(I always try to flee the fire, But get burned just the same;

To whom can I complain of it, When I've my luck to blame?)

Gazel is the Turkish equivalent of amane. As is frequent in performances of amanedhes, a change of mood is achieved by a rhythmic instrumental piece at the end; here we hear a brief tsifte-teli tune.

Papasidheris, born not in Asia Minor but in Kulura, Greece, is remembered prima​rily for his renditions of songs of the Greek mainland, and especially kleftika, ballads of mountain warriors (which have a broad similarity to the amane genre). It is in his re​cordings of amanedhes that he fully shows forth his magnificent vocal skill.

Lambros Savaidhis, a Constantinopolitan, was among the very greatest kanun of the century; his performances are unique for their delicate resonances.

#3. AIDHINIKO – Dhimftrios Semsis, composer and violin. Athens, mid-1930s.

The word aidhiniko designates origin in Aidhini (Turkish Aydin) southeast of Smyrna, and here refers to a variety of zeibekiko. The zeibekiko, based on a dance of the Zeybek warrior tribe of Western Anatolia, is, in its rebetic form, a slow improvisatory male dance. In the urban subculture of Piraeus, etc., this dance held a central role, and performed as a brooding, personal solo. Today it is often danced showily, with gymnastic affectations.

Dhimftrios Semsis was born in Stromnitsa (today Strunica, Yugoslavian Macedonia) in 1882, lived in Salonika (whence his nickname Mitsos Salonikyos), Smyrna, Constantinople, and Egypt, before settling in Athens, where he died in 1951. He was regarded by many as the greatest fiddler of the Balkans, and was well acquainted with the repertory and styles of the Middle East and Eastern Europe. He composed in all Greek genres, and was a director of recordings.

#4. SABAH MANES (Open the Graves) – Stratos Payumdzis, vocal; Spiros Peristeris, buzuki; Nikos Karakostas, clarinet. Athens, ca. 1936.

Anfksete ta mnimata, ta kokala skorpiste;

Ton blusion ap' ton ftoho na dhite ke ghnorfste.

(Open the tombs, dig up the bones: the poor, the rich –Look at them, and see if you know which is which.)

The lyrics are reminiscent of a proverb appearing in an ancient Akkadian text, 'Go up to the ancient burial mound and walk about, and see the skulls of the high and low; who is the malefactor and who is the benefactor?". Stratos Payumdzis (nicknamed "Stratos the Lazy") was born in Ayvalik (Aivali), Turkey, in 1904, came to Piraeus in 1918, and died in 1971. First recording in 1933, he was one of the most important singers of the "Piraeus school" of rebetica. Nikos Karakostas was born near Trikala, Greece, ca. 1885. He was one of the greatest Greek clarinetists of the century, recording between 1929 and

the early 1950s. In addition to his main repertory in Greek rural style, he recorded some Smyrnaica.

#5. TA HANUMAKYA (Hashish Harem) – Rita Abadzi, vocal, Dhimitrios Semsis, violin, (and probably K. Karipis, gtr.). Athens, late 1930s.

(At the hash-den on the sea-shore, where I'd go every day, Every morning, bright and early, to chase the blues away, I ran into two harem-girls sitting on the sand, Quite stoned the poor things were, and they were really looking grand. "Hey you, fine guy, come over here, and bring your baghlama here too; Sit close to us, and from our hearts we'll sing of love for you. You'll play your baghlama and light your joint and smoke And have a ball with us, and we will have us all a toke." "First fill me up a water-pipe and then I'll hear your song, I'll sit and smoke a little while, and then I'll play along." "I'll fix you up a pipe with kif, - great stuff, it's Isfahan!, And we'll get stoned at Uncle John's, down in Pasalimani")

This song is in zeibekiko rhythm. Hanumakya is diminutive plural of the Turkish word for 'lady', hence associated with harems. The 'little ladies' in this pipe-dream no doubt refers to the women working in the hashish den, filling up and bringing the pipes, who were roughly comparable to b-girls. Pasalimani (Pasha's Port) is in Piraeus.

Rita Abadzi was born in Smyrna, and died in 1969 in Athens at the age of 56. In popularity, quantity and variety of output she was rivaled among her female vocalists of the 1930s only by Roza Eskenazi. Abadzi's interpretations are characterized by subtle syncopations and slides. Her sister, Sofia Karivali, was a well-known singer of rebetica.

Kostas Karipis (1880-1952), a native of Constantinople, was an important singer, composer, and guitarist. The label credits him with this song, but the late singer Kostas Rukunas (whose song Elenitsa has a similar tune) and others attribute the song to the Smyrniot composer Manolis Hrisafakis (1894-1972).

#6. SUSTA POLITIKI (Constantinople, My Dream and My Torment) – Andonis Dalgas, vocal and guitar; Papadzis (A. Amiralis), accordion. Athens, ca. 1933.

I Poli ke o Vosporus ine to oniro mu;    

Eki men' i aghapi mu, eki to vasano mu.

(Constantinople and the Bosporus are my dream;

 My love lives there, and there's my torment.)

The term susta, as used in the area of Constantinople and the Sea of Marmara, refers to a kind of balos.
Andonis Dalgas (1892-1945), born Andonis (Hadzi)Dhiamandidhis in Constantinople, received his nickname from the amazing undulations (Turkish dalga 'wave') of his voice; his nickname already appears on an amane disk he recorded in Istanbul in his early 20s. He was distinguished as an instrumentalist (ut, guitar, banjo), but best known as a vocalist. I think he is among the very greatest singers of this century.

#7. MANGIKO (Lowdown Doll) – Andonis Dalgas, vocal; Oghdhondakis, violin; Arapakis, sanduri. Athens ca. 1934.

[…] (Oh, you cutey, oh, you flirt, and oh, my pretty moll, With all your charms, you knock me out, you doll! When I see you close to me, my dear, you make me dazed, How I go wild, and how my brain gets crazed! Come and cover me with kisses while you hold me tight, Oh spare me, dear, so I don't go lost, my light. Come, my doll, my flirt, my moll, and throw a glance at me, My darling, you're my heartache's remedy.)

Despite the rhymes and metrical equivalence with the original, apart from minor idiomatic substitutions, my English translation is a close rendering of the Greek. For the adjective mangiko, here 'that which (=she who) belongs to the world of manges (men of the underclass or criminal society)', I use the older American slang term moll (woman of the underworld; gangster's girlfriend).

This lower-class love song, also called Skertsopetahto ('Playful Flirt'), was reportedly known in Smyrna in the pre-World War I period. T. Skhorelis claims it was recorded by Mme. Coula in the U.S. ca. 1920, but I have not been able to authenticate this. In Athens the song was recorded by such contemporaries of Dalgas as Yorghos Vidhalis and Rita Abadzi; a version by Hrisa Varvila was recorded in Cairo in the late 1920s. The song was revived in the early 1980s by the Athenian singer Glykeria. The melody is almost surely derived from the well-known Yiddish song Yoshke furt avek "Yoshke is Going Away," which, according to Ruth Rubin, was sung in Vilna during the Russo-Japanese War, with lyrics about the induction of a local criminal and the tearful goodbyes of his ladyfriend. In the U.S. an instrumental performance was recorded by Yankowitz and Goldberg (cembalo-accordion) in 1913 (to be reissued on a German Trikont CD), and a vocal version was recorded by Abraham Moskowitz in 1922 and in recent times by the excellent Michael Alpert with the group Kapelye [см.]. The melody belongs to a family of Moldavian Jewish tunes. A similar melody, probably based on the Greek song, is well known in Armenian as Yar es; an Assyrian version of the latter tune was recorded in Chicago in 1929 by Muressa Daniels.

Yanis Oghdhondakis (real name Ioanis Dhraghatsis) was born in Smyrna in 1886 and died in 1958. He started his career as a teenager in Asia Minor, where he played with Peristeris and other notables. In 1922 he was taken captive by the Turks, but his fame as a fiddler is said to have saved his life. In 1923 he came to Greece, where he helped form a musicians' union. He composed and recorded prolifically from the late '20s onward. He was also (like his only violinist peer, Semsis) a recording director. Oghdhondakis was distinguished by his knowledge (reputedly, he mastered over sixty modes), by his improvisational skill, and by his use of Romanian tunes and riffs. Dhimitrios Kalmikos or "Arapakis" ('Darky'), a native of Preveza, Epirus, was the chief sandurist to record in Athens, and a close collaborator of Oghdhondakis. He was also a noted singer and composer.

#8. NEVA HEDZAZ (Like a Dry and Drifting Leaf) – Marika Kanaropulu, vocal; Nikos Karakostas, clarinet, Aghapios Tombulis, ut. Athens 1934.

Os pote pya i tihi mu tha m' ehi dhikazmeno 

Na sernume stin gzenitya san filo marameno. 

(How much longer will my fate condemn me 

To drag myself through foreign lands like a withered leaf?)

Marika Kanaropulu was a native of Bursa, Turkey, and her nickname as a singer, Turkalitsa, 'The Turkish Girl' probably reflects her Eastern vocal style. She recorded in the 1930s until 1936, and thereafter emigrated to the U.S., where she does not appear to have recorded.

#9. YATI FUMARO KOKAINI (Why I Smoke Cocaine) (Composed by Panayotis Tundas) – Roza Eskenazi, vocal; Dhimftrios Semsis, violin. Athens, ca. 1932.

(Where's all my prettiness, where are those great looks of mine? In all of Athens, no girl had my class. I was really a doll, with money and all – I'm not putting you on, I made the world go wild. Then this tough guy, yeah, a number one Mr. Cool, Got me involved with him; He took all I had and left me flat – He took my heart, my youth, and my money too, And from the pain, I smoke cocaine, (Oh, damn you, cocaine, you've wiped me out!) Bigshots loved me, young guys, old guys, boys, And all the fine dudes on the scene (lit. marketplace). What great times I had, with wine and song; Every day I partied it up and led the good life. And now, poor me, I wander around and waste away, 'Cause my hang-up for that tough guy won't let me be. That cokehead came and wrecked my brain, So I myself now smoke cocaine.)

A cautionary tale most relevant for our own times, this song (which is in tsifte-teli rhythm) is typical of commercial Smyrnaic-rebetic compositions, of which Tundas wrote many. An excellent recording of the same song was also made by Eskenazi's contemporary, Marika Politisa (Maria Frandzeskopulu).

Roza Eskenazi, who died at an advanced age in 1981, was, of all the female singers in Greece, the most famous and had the longest professional career. Born into a Jewish family, she spent her youth in Komotini (Western Thrace), Salonika and Istanbul. She had been chiefly a dancer when she was discovered by the renowned and influential composer, instrumentalist and recording executive Panayotis Tundas, under whose aegis she began to sing on disk and to expand her "Smyrnaic" repertory with songs of the Greek mainland.

Panayotis Tundas was born in Smyrna in 1885, came to Greece in 1923, and died in 1942. He was one of the most prolific composers of Smyrnaica and other genres. As a youth he traveled widely and studied folk music of many peoples. He was a recording director with Columbia and also an accomplished instrumentalist.

#10. USAK-TSIFTE-TELI MANES (I'm Not to Blame) – Roza Eskenazi, vocal; Lambros Leondaridhis, lira; Lambros Savaidhis, kanonaki. Athens, ca. 1934.

Oso ki an amartisa, ali in' i etia Afu o kozmos pseftise, - kinonoatimia.

(As many as my sins may be, I am not to blame. Since it's society that's false, let it bear the shame.)

Lambros Leondaridhis, a close professional associate of Roza and Savaidhis for many years, was a native of Constantinople and a master of Turkish art music. Lambros recorded on most, if not all, Greek 78s featuring the Istanbul lira (i. e. a small Turkish kemence) similar to, but smaller than, the Cretan lira, and like it, supported by the leg while being played.

#11. TSIFTE-TELI – Dhimitrios Semsis, violin..

The term tsifte-teli comes from the Turkish cifte-telli "double strings," which refers (1) to a violin technique whereby the strings are arranged so that the bow, making contact with two of them at once, can play in the same octave or an octave apart, producing a more thickly resonant sound, as we hear on this selection; (2) a dance once commonly played with this technique, which however can be played as any other piece on the violin or any other instrument (most often clarinet or ut), note the ends of #13 and #16. A tsifte-teli rhythm often provides a background for an amane (eg. #10), hence the designation tsifte-teli mane. Under the Ottoman Empire the double-string technique entered not only Greece but other Balkan lands, where it was used for local tunes as well as Turkish-derived genres. Ottoman diffusion also brought the qifte-telli dance to the Arab world; it is the prototype of the modern belly dance.

#12. AIDHINIKOS HOROS (The Magic Fountain of Your Eyes) – Marika Papagika, vocal, Athanasios Makedonas, violin; Kostas (Gus) Papagikas, cembalo; Markos Sifnios, cello. New York City 1928.

Ap' ta ghlikya su matya trehi athanato nero Ke su zitisa lighaki, ke dhe mu 'dhoses na pyo.

(From your sweet eyes, beloved girl, immortal waters run;

A drop to drink is all I asked, but you would give me none.)

This "dance in the style of Aidhini" is a type of karsilama, a couples dance popular among Greeks from Asia Minor. For the aidhiniko see #3. As with #1, the song is tradi​tional and the lyricist is unknown. "Immortal water" amounts to "water of immortality," a kind of fountain of youth (in various Middle Eastern languages words for "well" come from "eye"). For the present couplet I would compare a song of obvious folk origin, entitled "Sala-Sala" and recorded in the '20s in Athens by the Smyrnaic vocalist Yorghos Vidhalis. The text opens with a virtually identical couplet, but in a second stanza adds that whoever sweetly kisses the girl's eyes will never again fear Charon (Death).

#13. GAZELI NEVA SABAH (The Hour of Death) – Rita Abadzi, vocal; Lambros Savaidhis, kanonaki; Dhimitrios Semsis, violin. Athens, ca. 1935.

Prepi na skeftete kanis tin ora tu thanatu Otan tha bi sti mavri yis ke zvini t' onoma tu

(Let each one stop and think of how the hour of death grows near:

Into the deep black earth he'll sink; his name will disappear.)

The phrase 'black earth', found already in Homer, occurs in other amanedhes about death. The mode sabah (of which neva sabah is a variant) is common for amanedhes about the transiency of life. The piece ends with a brief upbeat tsifte-teli.
#14. TRAVA RE (MANGA KE) ALANI (Hipster, Hit the Road) (Composed by Kostas Skarvelis) – Roza Eskenazi, vocal; Oghdhondakis, violin. Athens, ca. 1934.

The title of the song can be loosely translated as "Hipster, hit the road!" or "Get back, Jack!'. A low-life swain is advised not to come around to Athens any more but to stay down in Pasalimani (where the hashish den of #5 is located). The tune is a fast hasapiko; rhythmically and melodically the tune is reminiscent of Yiddish music, and, like certain other hasapika, is probably of Jewish origin. This song was also recorded by Kostas Rukunas and others.

Kostas Skarvelis (1870-1947) was a guitarist and prolific composer of rebetica, especially in the "Smyrnaic" style.

#15. HEDZAZ NEVA MANES (No Life is Left for Me) – (Composed and directed by Spiros Peristeris) – Haralambos Panayis, vocal; Lambros Leondharidris, lira; Lambros Savaidhis, kanonaki; Aghapios Tombulis, lauto and/or ut, Spiros Peristeris, guitar and / or mandola. Athens, ca. 1934.

Dhe mu 'mine pleon zoi sto dunya na ziso Ke ligho-ligho fthirome, oste na ksepsihiso.

(No life is left for me, and in this world my time is past, As bit by bit I wear away, until I breathe my last.)

[…] – и даллее – всего на CD 21 песня

	Yiorgos  MANGAS
	Greek Folk Music
	1987
	48:49
	label: Ace Records / GlobeStyle Records (London)

Greek folk music for dancing and listening.

Yiorgos Mangas [clarinet]; Nikos Saragoudas [outi]; Kostas Pitsios [ac/el g]; Makis Soutas [accordion]; Vasilis Katrakos [laouto]; Andreas Pappas [doumbeleki]; Pericles Mouchas [krousta].

   GlobeStyle proudly presents a great clarnetist from Greece, Yiorgos Mangas.  He plays the people’s music (demotiki) as opposed to pop music (laiki). This kind of wild dance-music may come as something of a surprise to those people who think that they’ve learned all they need to learn about Greek music from Nana, neo-folk-classical soundtracks and your High Street tavernas. In fact, this music may sound strange to those whose ears are attuned to the North American / North European scale (maybe as strange as jazz did to Europeans at first). Mangas improvises in a modal way — that is to say using a predetermined scale of notes chosen for its emotional weight — and not in the conventional jazz sense of re-inventing a melody over its relevant harmony as the chords fly past. Mangas also excels at the art of playing the taxim, that is, unveiling the chosen mode in free rhythm in a very personal way, thus setting the mood for the dance piece to follow. And if it does sound strange at first, it is well worth the effort to learn a new language — be rid of ‘snake charming’ ideas. This is funky, passionate, hot music — melodious and spontaneous.

  Notes on the instruments:   Mangas uses rapid and virtuosi fingering which enables him to insert many grace notes. These are not merely decorative, but are part of the musician’s individual stamp on the music and an effect desired in the overall sound: the texture created by several musicians playinng the same skeleton tune together but adding their own personalised extras depending on feeling or the technical limitations of their instrument — heterophony-contrasts strongly with the Western Art idea of uniformity of interpretation and execution. The Outi — played by the esteemed Nikos Saragoudas — is the same instrument as the classical ‘Ud  of the Islamic world (the source of our lute). This is a fretless stringed instrument with a round, ribbed back, traditionally played with a quill and able to produce the required microtonal nuances of the various modes impossible on a fretted instrument. The Laouto is a fretted Greek folk instrument with pairs of strings. The Doumbeleki and Krousta are the drums and percussion instruments featured throughout the record. The accordion — the pre-electric synthesizer.

	Nikos XIDAKIS
	[To Approximate Glory for A Moment]
	1997
	35:43
	label: Lyra (Athenes, Greece); first edition: 1987.

performed by:

Nikos Xidakis & Elevteria Arvanitaki – vocal

musicians: Pannis Philippu [woodwinds]; Andrea Tsekuras [accordion]; Ross Dali [lyra, tambour]; Todoros Papadopulos [bouzouki]; Iannis Zevgolis [viola]; Spiros Gumas [ac g]; Panaiotis Kalatsonulos [el g]; Iorgos Paris [el b]; Petros Tamhuris [perc].

Греческий фольклор. Вся информация на вкладке – на греческом языке.

	KOLONIA KOMPANIA REBETIKA
	To Bouzoukaki
	1994
	52:23
	label: Westpark music (Koeln)

Nick Nikitakis [bouzouki, v, g]; Dimitros Sfingos [v, baglama]; Soula Avenidou [v]; Manes Werr [b]; Alex Vesper [d]; + guests: Axel Buchel [accordion]; Frank Kollges [daoul]. 

	Petro-Loukas CHALKIAS & Kompania
	Greece: Epirus
	1999
	70:45
	label: World Network (Frankfurt)

Petro-Loukas Chalkias [cl]; Achileas Chalkias [violon]; Christos Zotos [laouto (lute)]; Nikos Kontos [defi].

I can be glad when I forget

but grieve when I remember.

I'm thinking back to foreign lands

and now I want to go there.

So, rise up mother, bake the bread,

the wheaten rusk now bake me.

Let all your anguish knead the dough,

your sorrow pour the water,

your bitter rage set fire

to the branches in the oven.

-- Oh, oven walls, don't heat too fast,

oh bread don't bake too quickly,

so that the caravan may pass

and leave my son behind here.

("Ke cherome", polyphonic song)

Contemporary Greek traditional music has its roots in both the classical Greek era and Byzantine church music. Over the centuries, several stylistically distinct music types have also developed as the result of the geographical position of Greece in relation to the other Balkan and eastern Mediterranean nations. Broadly speaking, there are two main categories: the music of the mainland and that of the islands.

The mainland regions of Epirus, Macedonia, Thrace, Thessaly, Roumeli and Peloponnesus are each considered distinctive musical areas set apart from one another by regional customs, dialects, types of folk songs and dances, musical modes, accompanying rhythms, musical and poetic meters, melodic features, structural forms and the musical instruments used. The music of the Aegean islands (eastern Aegean, Cyclades, Dodecanese), the Ionian islands and Crete is similarly diverse.

[...] Of all these, the traditional music of Epirus has a very special place, for it is here that all the aspects we associate with the musical identity of Greece converge: mountains, emi​gration, lamentation, wedding celebrations.

This blend of joy and sorrow, the solitude of the mountains and a yearning for faraway places, lends the triad of poetry, music and dance its distinctive character.

"Epirus is a homogeneous cultural entity in north-west Greece on the border with Albania, geographically enclosed by the high Pindus mountains that separate Epirus from Macedonia and Thessaly and create a common bond between them at the same time. This is a region of closely knit local communities in remote and inaccessible settlements, where special dialects and archaic social structures and customs thrive. Geographical isolation, poverty and the quirks of history (such as centuries of Ottoman rule) have bred a tradition of high mobility among the people of Epirus, with many of them leaving their home villages to earn a living throughout the Balkans and distant countries (Asia Minor, Egypt, America, Central and West Europe) and a number of them becoming wealthy merchants with powerful commercial firms." (V. Nitsiakos)

Under these geographical and social conditions, the traditional music of Epirus has enjoyed unbroken continuity through the centuries, passed on by oral tradition.

The musical system there is based on the pentatonic anhemitonic scales (five tone scales with no semitones) and is in fact directly descended from the Dorian harmony of ancient Greece. Most songs are based on these scales, especially the typical clarinet improvisations in the slow tunes of miroloi (lamentation) and skaros (a shepherd's tune).

Another tradition unique to northern Epirus is polyphonic vocal music, which also has ancient roots (some scholars believe it is of pre-Hellenic origin). The vocal group is divided in four voices: one introduces the melody and the lyrics (partis), the second responds in diaphonic harmony (giristis). the third connects the voices like a weaver (klostis) and the forth supplies the isson (drone).

Though every region of Epirus has its own specific types of songs and dances, and its own clarinet style, the main categories are: medieval ballads (paraloges) and historic songs, songs connected with the "cycle of life" (lullabies, songs of love, wedding songs, emigration songs and laments) and songs connected with the "cycle of time" (Christmas, New Year, Carnival etc.). Many of these are "two-step" and "three-step" dance songs.

The basic instrumental group, orkompania, consists of clarinet, violin, lute and defi (frame drum). The ancestor of the clarinet was the shepherd flute and the shawm or zourna, but in the middle of the 19th century this "alien" western instrument was introduced by the Ottoman military bands and was quickly adopted, becoming a basic instrument in Epirus and throughout mainland Greece.

Clarinet playing in Epirus tends to be handed down from father to son in certain musical families, of which the best known are Charisiades and Chalkias. Indeed, the clarinet player on this CD, Petro-Loukas Chalkias, and his violinist brother Achileas, are related to both these families. Chalkias comes from the village of Delvinaki in the Pogoni region, and was taught clarinet by his father, the famous Perikles Chalkias.

He describes life and music in his village: "I was tending the goats and sheep up in the mountains. I took a piece of wood and carved out a shepherd's flute. Another time, I made a flute from an old gun barrel. Finally, I made my own clarinet from wood, even carving the keys from wood. When I began performing for weddings, our group used to accompany the bride from her village to the groom's village. We didn't have any shoes and sometimes the snow was ankle-deep on the ground. How we survived is a miracle."

Christos Zotos is the finest lute player in Greece today. Famous for his ability to improvise in the traditional scales, with micro-tonal intervals, and having formal training in Byzantine music, he has played with most of the well-known traditional groups from Epirus and western mainland Greece. Moreover, he is receptive enough to new influences to work with the new generation "world music" musicians, participating both in traditional festivities and official festivals in Greece and abroad. Apart from his recordings of traditional Greek music, he has also recorded with Greek, Swiss and Turkish musicians.

The defi player Nikos Kontos, born in 1954, comes from Zitsa near Yannina. A link in the chain of an ancient oral tradition, he was taught by the legendary Manthos Stavropoulos, one of the greatest defi players in Epirus, famed for his ability to bring the house down with his solo performances. Apart from Chalkias, Nikos Kontos has accompanied many leading clarinetists, including Kapsalis and Chaligianis.

This CD focuses on the slow instrumental pieces that are such important vehicles for the art of improvisation and technical virtuosity, as in the traditional miroloi and skaros. Typical dances (berati, syrtos etc.) are also included. Two of the tracks are rather unusual. One is an instrumental version of a polyphonic song, with the instruments imitat​ing the vocal structure, and the other is a clarinet-lute duo with open improvisations.

1. Skaros. The skaros (together with the miroloi) is a typical instrumental improvisation, with the pastoral theme and atmo​sphere, of the Epirus music. The word means the time when the shepherds go out with the lambs to the fields. The most famous skaros was recorded before the World War II by the clarinetist Kitsos Charisiadis (uncle of Chalkias). The original shepherd instrument was flogera (wooden flute), so the clarinetist is trying to imitate its sound.

2. Miroloi. The epirotic lamentation is the most important instrumental music not only in Epirus but in all Greece. Through it the clarinetist can express his virtuosity and his deep bond with the soul and the sentiments of the village people. In local religious festivities the dance outside the church starts with miroloi, dedicated to missing relatives and friends. In the end, the tune is trans​formed in a pogonisio syrto and the dirge becomes a joyous dance.

3. Berati is a traditional dance in 7/8 (eptasimos), divided in two simple meters, 3+4. Its main characteristic is the slow tempo and "heavy" movements of the dance. The name is from the medieval town of Epirus Veratio, a commercial and cultural center in the Byzantine era. In this version the tune is transformed in the second half to the song "Tasia" in 4/4 and pentatonic scale.

4. Mavra Mou Chelidonia (Magissa). This is a traditional song of emigration, connected directly with the Homeric epics. Another title is "Magissa" (Sorceress) in reference to Calypso, who would not let Ulysses the traveler return to his homeland. It is in penta​tonic scale in 4/4 time, and in the end is transformed into a pogonisio syrto.

5. Koftos is a type of syrtos, danced with brief interruptions, that is extremely popular at local festivities and wedding celebrations (glenti).

6. Smantakas. This historic song tells of an Albanian hero fighting the Turks in Yannina. Played in 4/4 time, it undergoes three trans​formations: tsakisto, stroto pogonisio and kabanies.

7. Ti kako ekana o kaimenos. The instru​ments play in polyphonic harmony, imitating the four different voices of the polyphonic vocal music. The first clarinet has the role of partis, the second clarinet is giristis, the violin is the klostis and the lute isokratis.

8. Improvisation in Dialogue. This is an experimental dialogue between two virtuoso musicians with long experience of im​provisation. It was recorded directly in the studio without any rehearsal.

9. Palamakia. A syrtos in 4/4 time, this is a favourite at all festivities.

	George DALARAS
	A Portrait
	1997
	69:09
	label: Minos-EMI Greece / hEMIsphere (UK)

Official Dalaras Web Site: http://www.acropolis.net/dalaras/ 

“What Dalaras does today, the rest of Greece does tomorrow.” – Melina Mercouri

“He is a genuine folk hero; a protest singer who dragged himself out of the slums of Piraeus and became the leading light of rembetica, a form of blues [rembetiko] so lyrical and flexible it can make Western rock sound jaded... A revelation...” – The Evening Standard, UK

“Straight from the heart.” – Liberation, France

“A real superstar.” – Toronto Star, Canada

“A rebel singer proud to perform for a cause. Here we have a genuine Greek god with a guitar who’s become a living legend.” – The European

George Dalaras worked with the famed Yugoslavian composer Goran BREGOVIC.

GEORGE DALARAS: A PORTRAIT

Let's put it into context: George Dalaras is the most important popular artist in the mod​ern history of Greece. With over 48 solo albums having sold more than 7 million copies, his thirty years in music make him not only Greece's most prolific and commer​cially successful artist but also her most respected one.

Dalaras vision focuses an articulate social conscience, which, due to his artistry, never overpowers the beauty of songs that blend timeless Greek music with an innovative, very personal style. It is music with profound social messages for Greek people and has an inspirational power clearly unsurpassed by any other performer.

The genius of Dalaras' artistry comes from his embrace of his own cultural roots and his uncanny ability — right from his very first release at the age of 18 — to present it in a modern context without straying from its essence, making the music international while at the same time delving ever deeper into its wide-ranging roots within Greek musi​cal soil.

With Dalaras' exceptional voice and instru​mental skill, he is always innovating. The opinion is widely shared that Dalaras sets the standards others are measured against. He has also helped re-affirm the link between the rich history of Greek music and its new, younger audience. Where the youth of other European countries increasingly cross over to the musical language of inter​national pop and rock, in Greece Greek music still sells best and is most coveted. Dalaras is directly responsible.

Beginnings

George Dalaras was born in Kokinia, a work​ing class district of Piraeus, Athens' main port. His artistry springs from a tradition that has it roots in the folkloric music of the com​mon people. "I was born into a family of musicians," Dalaras explains, "and my father was an exceptional rembetiko musician [a Greek equivalent to the blues]. The first music I heard was the traditional songs of my country [laiko, the popular, and paradosiako, the traditional], together with the smirneiko and the rembetiko that were brought by the refugees of Asia Minor.

"At the same time, my country, today as in the past, lives, grows and works with so many facets of the Mediterranean culture around us, the influences from the Balkans and from North Africa. We have ourselves, within us, the Byzantine sound coupled with some oriental traditions."

But, like others growing up in the 1960s, George Dalaras was exposed to the political upheavals of the time. "It was a revolutionary period for my homeland," he adds, "political​ly, sociologically and then, of course, cultur​ally. We lived through an extraordinary cul​tural expansion with songs written by giants like Theodorakis and Hadjidakis, and so on, composers who created a music with extra​ordinary lyrics. These songs were based upon the poems of great Greek poets." He was also increasingly aware of the simul​taneous cultural revolution taking place in other lands. "I got my first foreign influences from ballads, the rock of that period of artists like The Beatles and Rolling Stones, the protest songs of the hippie movement from artists like Bob Dylan, Joan Baez and Joni Mitchell. All this influenced and provoked irresistible emotion in a kid who felt he was born to be a musician."

These diverse experiences marked the con​sciousness "of a curious child who lived, slept and woke up with music. I tried later to transform all these influences into my musi​cal direction without being overwhelmed by them."

Hit the ground running

In 1966, at the age of 16, his made his first public appearances as a singer, accompanying himself on guitar. Two years later came the first album. Young as he was, the release already displayed an artist of remarkable vision. It reflected an authentic urban Greek music (based largely on the bouzouki) but so too had it taken note of —and seamlessly incorporated — the innovative contemporary sounds around him. In the most immediate way it spoke to the public's heart while its his​torical reach spoke, too, to the interests of journalists and critics. Both hailed acclaim. This very first release was a best-seller log​ging in several hundred thousand copies sold. Each subsequent work has set higher standards and surpassed them. To date, in addition to those 48 solo albums, he has also collaborated on nearly 40 others as guest artist, musician or producer. And he has introduced to his faithful audience many young Greek musicians or singers who have gone on to careers in their own right.

So the coveted Greek musical forms of smirneiko and rembetiko live on to speak to new generations. Sometimes Dalaras took up the musical forms indirectly, incorporat​ing their rhythms and forms on albums of popular music. Other times he created pro​jects to address specific traditions. 

On record a prime example of Dalaras' reju​venation of Greek music is 1975's double album "Rembetiko," re-presenting a form of blues that is so passionate that it was consid​ered too revolutionary for the troubled Greece of the 1930s to '50s when it was polit​ically censored. This double album was the first "official" platinum record (sales of 100,000 copies) granted by the Greek record industry. It has sold another 450,000 copies since. Other seminal albums include "Mikra Asia" (Asia Minor), "Vyzantinos Esperinos" (Byzantine Vespers), "Mikres Polities" (Small Cities), "Psila Parathiria" (Tall Windows), "Sergiani ston Kosmo" (Walk Through the World), "Ta Tragoudia Mou" (My songs), "Zontanes Ihographisis" (Live Recordings), "To Eliniko Prosopo tou Giorgou Dalara" (The Greek side of George Dalaras) and so very many others.

Dalaras has worked and recorded with every major Greek composer, poet and lyricist of note, but his working relationship with Mikis Theodorakis is an especially fruitful one. In his early twenties, they collaborated on Theodorakis' "18 Short Poems of a Bitter Homeland" based upon the work of Yannis Ritsos. Beginning in 1974 they embarked upon a series of joint Greek and European tours. In 1988 they performed Theodorakis masterwork, "Axion Esti," based upon the work of Nobel Prize-winning poet Odysseas Elytis. In Athens they've held joint concerts at the Herodion Atticus Theatre (the ancient theatre of the Acropolis), with Theodorakis himself conducting. Most recently Dalaras recorded a tribute to the composer's music for films.

A portrait of the artist

But beyond the issues he deals with and the history he represents is the artist himself, his musicianship and phenomenal voice. Dalaras is best loved for the ballads he sings, backed by contemporary guitar and the tra​ditional instruments of Greece. These com​positions — poignant expressions of protest, hope and social indignation — set him apart from nearly all other popular musicians and singers. It is no surprise that not only Greece but many other places all over the world have opened their hearts to the special magic of his songs.

In George Dalaras one finds that rare breed of performer who can strike a balance between commitment to his artistry and the demands of world-wide acclaim. "Arithmetically speaking," he says, "we Greeks are not a so many, but, historically speaking, we are a very old and very mature culture. Our people have passed through innumerable difficulties. We were saved because of an inherent anarchy: this self-destructive predisposition to embrace and to die for what gave birth to us. The Greek insists on coming back to his homeland, metaphorically or otherwise. He is after the sounds and scents of this homeland, after its light. He has a strong relationship to its dis​tress, suffering and happiness. And all these different musical streams and expressions became a prized possession of this people. We are bound by an invisible chain that became what we call Greek. It really means that the more differences there are between us, the more we are governed by the Greek feeling of the link between them.

"I am lucky to live in a country where music and singing are the age-old means of expression of its people," Dalaras adds, "a people who never stopped singing the music of times past. What we are calling, or let's say, what is left of laiko as a cultural means of expression, expresses all the mythology of this homeland. Within laiko, we have put all our souls. Within it, we are focusing all our understanding of ourselves, our central myth. When you enter into it faithfully you possess it and it possesses you. You become a part of it without looking for ques​tions or answers, without looking for the causes. In the end I don't know how popular I am, I don't know exactly what I have suc​ceeded in doing here. What I do know is that I have tried to succeed in approaching this myth."

	Giorgos NTALARAS
	Rempetika Tis Katohis
	
	41:38
	Greek folk music
Греческий фолк-певец с ансамблем народных инструментов.

label: Minos EMI (Athenes)

rec. 1980

Все вкладки только на греческом языке.

	LAIKES EPITYXIES
	την είδα απόψε… λαϊκα!!!
	2001
	70:40 62:37
	label: Chart Records (Greece)

Greek folk compilation
Все вкладки только на греческом языке.

	AFIEROMA STON APOSTOLO KALDARA
	
	2000
	49:33
	Greek folk music
Ансамбль греческой народной музыки.

label: Etairia Genikon Ekdoseon / Lyra (Athenes)

Все вкладки только на греческом языке.

	ANNABOUBOULA
	In The Baths Of Constantinople
	1990
	40:54
	label: Shanachie Records (USA)

Greek folk / funk

   One of the most exciting blends of music is being created by Annabouboula (their music initially confused people in Greece, which befits their name — ‘Annabouboula’ is a Geek word for ‘all mixed up’), a group of three Greek-Americans — Anna Paidoussi, George Sempepos and Chris Lawrence — currently dividing their time between Athens and New York. “It started out as some sort of experiment in applied cultural anthropology… and it just got out of hand,” says Lawrence. “Everything we did wet our appetite to do more, and the project just took on a life of its own.”  What they did was take traditional belly dance and rembetiko music (smokey Greek blues) and electrify them, adding a funky rhythm and a wild psychedelic undertow to these dark and moody songs of passion and heartbreak. The band has both tapped into the power and the beauty of these old songs as well as the power of their own curiosity, and there is a constant sense of surprise in the music, the feeling of someone going through an old cupboard or closet and coming upon strange forgotten treasures.

   Popular music has always thrived on contradictions, on odd intersections of energy. Hillbilly music interesting with rhythm n’blues helped create rock n’roll. Jamaicans trying to play American soul music and mis-hearing the beat created reggae. There’s a classic field recording from the 1950’s in which a Zulu tribe, performing a number of tribal chants, poignantly and inexplicably begin to sing ‘Red River Valley’. While momets like this make ethnomusicologists tremble and shake, they make many others excited to see what’s around the next corner; for as the world grows smaller, the radio grows larger, creating new ways for us all to listen to each other.

	CRETE:  PSARANTONIS
	Son Of Psiloritis
	1991
	65:11
	label: Network (Frankfurt).  Recorded 1981

Psarantonis (Xylouris) [lyra, v]; Georgios Xylouris [eight-stringed laouto]; Achilleas Persidis [twelve-stringed laouto].

LYRA MUSIC FROM CRETE

The folk music of Crete is as untamed as her people. The principal instrument is the threestringed fiddle lyra, which is supported on the knee. Its strings are not pressed down but grazed with a fingernail. This permits fast and dynamic playing of ornaments and passages unrivalled by any other melody instrument. Generally, the lyra is accompanied by one or several laoutos, doublestrung instruments similar to the lute. They are equipped with four, or less commonly, six double strings.

To the unschooled ear, Cretan music may at first appear harsh and monotonous, but the longer one listens to this dynamic music, the more one will come to love it. Cretan music offers (faster) dance tunes and (slower) narrative songs, the matinades or kontylies. They deal with love, nature or mundane affairs, sometimes spoofing members of the audience. Such lyrics are made up on the spot or taken over from the patrons. Very often, these texts will repeat the second half of the stanza together with the first half of the second stanza (A1 +A2 – A2+B1 – B1+B2). Thus a relatively short text is some​times extended to make a long song.

On the northern slope of the Psiloritis, the highest mountain range of Crete, lies the village of Anogia. Its families have for a long time produced the island’s most famous lyra players. Just as Nikos Kazantzakis is a seminal figure in the literature of Crete, so is the Xylouris family important to Cretan folk music. Nikos Xylouris, the most famous of the three brothers, died early of laryngeal cancer. His brother Jannis also works as a musician. And Psarantonis, who does not use the Xyiouris name because he considers only his late brother deserving of it, is surety the most idiosyncratic of all Cretan lyra players and musicians. He is a true son of the barren slopes of the Psiloritis. Tender and temperamental, gentle and surprisingly wild, he caresses his instrument or makes the bow dance on the strings. His harsh, distinctive singing is the appropriate counter​point to his often very experimental playing. His repertoire includes the unconventional performance of traditional Cretan folk music, but he is primarily known for his own com​positions and poems. His stage is not the village feast, and his music is not for dancers. He plays for those who want to listen – and the spark of this slight, woolly-bearded Cretan infects his audiences fast. He is a rugged musician full of surprises.

The songs on this CD provide a good survey of the way Psarantonis interprets the music of his homeland and develops it in his own manner. He is a master of the spare, almost introverted lyra. Sometimes it appears that he is about to stop playing altogether, but then he “explodes” and proves he is a master of technical wizardry as well. […]

	CRETE:  PSARANTONIS
	The Way of Psarantonis (Instrumental)
	
	41:26
	label: Aerakis – Cretan Musical Laboratory (Crete)

Psarantonis [lira, mantolino]; G. Xilouris [lute].

An anthology of Cretan songs from this great artist, who is famous for his unique playing style.
-> O. Manoury (‘Lat’)

	Sofia VEMPO – см. в разделе 'Rock/Pop'
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	TENORES  DI  BITTI
	S’Amore ‘e Mama
	1996
	40:48
	label: Realworld

The Tenores’s singing is a typical expression of the traditional polyphonic style of Sardinia. The origins of the singing date back to the era of ‘nuraghes’ (circular buildings made of stones around 3000 BC), when it established itself in the lives of the shepherds, and have many affinities with the songs of the Orient, Africa and also Oceania – particularly in the guttural voices and strong asymmetric rhythms.

  The Tenores do not use written music – this precious cultural / musical tradition is handed down orally from father to son. Their singing is closely linked to extemporary poetry, although the Tenores are also able performers in the execution of written poetry. They describe moments of everyday life in the agricultural, stock-raising or artisan world, but also include love, religious and satirical songs. The Tenores’s singing is characterised by the sounds of the natural landscape – sheep bleating, cows bellowing, the wind hissing (onomatopoetic sounds). In Bitti there are a dozen different types of tunes – ballu lestru (fast dance), ballu seriu (serious dance), isterritas, muttos, passu torrau, andira, dillu, boke ‘e notte (night’s voice), ninna nanna (lullaby), grobes, innu (hymn). Usually there are four voices in a group of Tenores – boke (soloist), bassu (key note – first degree), contra (fifth of the first degree) and mesa’oke (high eight of the contra). [...] The singers stand one in front of the other, forming a circle; their singing is a symbol of the strength, of the social cohesion, which is felt inside. There exists a true magnetism and solar energy between the granitic land of Sardinia and the Tenores’s singing. Without doubt, the Tenores di Bitti is one of the purest groups of the island, whose roots are deeply established in the ancient culture of Barbagia – the heart of Sardinia.

	CORSICA / SARDINIA
	The Mystery of Polyphony
	1995
	66:59
	label: World Network

POLYPHONIC Music IN THE MEDITERRANEAN

Two islands in the Western Mediterranean – two worlds apart. Culturally speaking, Sardinia is as far removed from Italy as Corsica is from France. Both can look back on a chequered history as centres of trade and navigation, as strategic points coveted by seafaring nations, and as the target of repeated attempts at conquest by the Genoese, Phoenicians, Vandals, Spanish, Turks, Moors and pirates, exposing them, in the course of the centuries, to a vast spectrum of cultural influences. At the same time, however, the native population withdrew into the mountainous interior of their islands and, out of their stubborn resistance against foreign invasion, they developed a strong sense of autonomy, independence and cultural tradition.

Each of the islands has its own cultural heritage as distinct as its troubled history. What they do have in common, however, is the shepherd culture of the mountainous interior, which has been maintained until the present day and which includes a tradi​tion of polyphonic music that is also wide​spread in the mountainous regions of the Balkan. Nevertheless, it is interesting to note the considerable differences in this field as well.

POLYPHONIC MUSIC IN CORSICA

"What? You don't know the paghjella? It is the primeval song. Who knows where it comes from? (...) It tells of mountains and rushing  streams, it sculpts the highest pinnacles of the earth, it traces the flight of bees and charts the paths of shepherds. Some even believe that the menhirs of Filitosa are the petrified echo of a still more distant past, when the paghjella was the voice of all mankind." With these words, the poet Jacques Thiers describes the traditional three-voice song whose origins have never been dated and which so far has escaped satisfactory explanation.

The song always begins with the voice known as the secunda, followed by the second voice, u bassu, to which finally the light and sometimes penetrating terza adds its improvisations. The singers briefly decide on a text before they begin.

Oral traditions are a major component of Corsican culture. Although many of the older texts often describe a historic event, the songs sometimes tell of a current event, especially if people have gathered to cele​brate a wedding or if there is a cattle market or crafts market. In the 1960s, only a few old men stilt knew the art of the paghjella, the Corsican language was not permitted in schools, and Corsican culture was supressed. Towards the end of the 70s, however, the burgeoning nationalist movement with its demand for autonomy and political self-determination brought with it a revival of the island's own culture, language and musical traditions. Since then, the adoption of the paghjella by all Corsican groups has gone hand in hand with an increasing revival of other polyphonic forms: the madrigal with its irregular three verses and the sophisticated three-verse terzetti, which came to Corsica from Italy in the 16th century.

POLYPHONIC MUSIC IN SARDINIA

Cantu a tenores is the traditional ancient song of the Sardinian shepherds. Its origins are just as obscure as those of the Corsican paghjella. Some theories see in it a reiteration of nature's sounds using the oldest instrument in the world, the human voice: barking, echoes, whistling ... Today, the cantu a tenores can still be heard in the rugged mountain regions of Barbagia.

Four men meet in a circle to sing: sa boghe ("the voice") and a choir consisting of the high-pitched mesa boghe voice, the medium-pitched sa contra voice and the deep su basciu. While sa boghe recites the texts, the choir accompanies him with rhythmic, euphonic syllables such as "bombo, bomboro, bimbara". Rhythms and syllables, choir sounds and changing keys vary from village to village, while the sequence remains similar. Today, the archaic sound of the cantu a tenores is threatened by commercial​isation and adaptation to pander to a wider audience. The choirs come from various villages of Barbagia. Some have been sing​ing for many years, such as Coro di Omne, a village in the province of Nuoro, named Santa Lulla after their patron saint.

Four elderly men make up the choir Tenores di Bitti, "Remundu 'e Locu" in memory of a village poet.

The singers of Coro "Su 'Ussertu" from the village of Mamoiada are considerably younger.

The Coro a tenores Cultura Popolare di Neoneli has a special position. These musicians are rooted in tradition and yet, at the same time, their lyrics address current problems such as environmental pollution and unemployment in. Musically speaking, the choir, founded in 1976, moves in new directions in its collaboration with Luigi Lai, master of the ancient Sardinian triple-reed clarinet launeddas, played without bellows and sounded by a technique of circular breathing which is extremely difficult to learn. [...]

Когда-то, когда в мире не было книгопечати, не говоря уж о печати нот. Тогда и рождалась вся эта музыка. Музыка, полностью принадле​жащая устной традиции и с трудом поддающая​ся записи. Она ещё сохранилась где-то, где есть остатки общинного уклада жизни: в нашем случае речь идет об острове Сардиния, месте со вполне уникальной культурой, в том числе и культурой певческой. Многолетняя культура пения только совершенно определённых сочинений приводит к тому, что голоса звучат как будто и не от людей вовсе, а если и от людей, то совсем не нашего времени. Они слиты в своей довольно простой полифонии в единое целое в экстатическом восторге, редко известном академическим музыкантам. Этот вос​торг — из тех времен, когда музыка была самым простым способом общения с Богом. Которая бы​ла языком Бога. Но которая ещё не стала богом сама по себе.

--- Play

	per AGATA
	Donnisulana
	
	52:10
	POLYPHONIES CORSES

per Agata: Dominique Blanconi, Gigi Casabianca, Patrizia Dau, Aline Filippi, Jacky Micaelli.

Корсиканский женский хоровой квинтет, исполняющий традиционные полифонические песни.

	ITALIAN TREASURY
	Calabria
	1999
	71:40
	label: Rounder (USA)  http://www.rounder.com 

Recorded in Calabria in 1954 by Alan Lomax (writer, folklorist, ethnomusicologist) and Diego Carpitella. (полевые записи).

CALABRIA

The work chants of tuna fishermen of Vibo Valentia, the cries of the swordfishermen of Scilla; women, men, and children songs of work and celebration, of love and scorn; tarantellas; and lullabies; music for bagpipe, tambourine, and drums. This album returns us to a fascinating and unimaginable universe of sounds, noises, atmosphere, and feeling, tied to work and daily and ceremonial activity, recorded in Calabria in 1954 by Alan Lomax and Diego Carpitella.

ITALIAN TREASURY

In 1953, Alan Lomax and Diego Carpitella set out on a yearlong voyage of discovery that resulted in an exhaustive documentation of Italian folk music. "It was a mythic time. None of us suspected that that world – made of music, songs, poverty, joy, desperation, custom, violence, injustice, love, dialect, and poetry, formed over the course of millennia – would be swept away in a couple of years… by the voodoo of 'progress.'"  -- Vittorio De Seta

	BELLA CIAO
	Chansons du peuple en Italie
	1975
	54:22
	label: Harmonia Mundi (France)

Solistes + Choeur "Padano di Piadena" + Gaspare de Lama [guitare].

Исполняются старинные итальянские песни. Вкладка – на французском.

	SPACCANAPOLI
	Aneme Perze

[Lost Souls]
	2000
	51:48
	label: Realworld    http://realworld.on.net/rwr 

Naples (Неаполь)

From the streets of Naples, vibrant energy, impassioned vocals and wild abandon – modern songs from ancient roots.

lyrics&music traditional except #1,3,5,6,12,13 – by E Zezi.

SPACCANAPOLI

Spaccanapoli are a group from Naples – historically a crossroads for the cultures of the whole Mediterranean region. The music is rooted in traditions that go back further and deeper than Catholic rituals to the pre-Christian rites of Dionysus. This is the expression of the working people – pulsing drums, impassioned vocals, the wild dances of the Tarantella and Tammurriata – the vibrant energy of the street carnival celebrated in the shade of the smouldering Vesuvius.

The late heavy industrialisation of this area in the 1970s has forced the people to rethink their own culture. The ancient myths and rituals, which were part of their daily life, were at risk of sublimation within modern mass-culture but have evolved afresh to express the anguish of an anonymous post-modern existence. Today it is the car workers and industrial labourers who sing the songs of protest, defiance and anger.

Spaccanapoli grew out of the original 'Gruppo Operario' (Workers Group) E Zezi which was formed in 1974 and provided the channel of expression over the years for more than 100 singers, instrumentalists and dancers. Some of the songs on this album are from the repertoire created within E Zezi, the group which encouraged this new, dramatically mutating folk music.

In a final ironic comment Spaccanapoli have chosen their name from an old street of Greek origin in the centre of Naples – which, in spite of being reduced to a stop-off on the tourist trait, still retains the vital, irrepressible spark of authentic folk expression.

SPACCANAPOLI: Monica Pinto: lead vocal; Marcello Colasurdo: lead vocal, tammorra; Antonio Fraioli: violin, acoustic piano, percussion; Oscar Montalbano: acoustic guitar, bass; Emilio De Matteo: acoustic and electric guitars.

with: 
Marcello Colasurdo: tamburello (13), tammorra (7 14)
Alfonso D'Antuono: trumpet (2) 

Antonio Fraioli: violin (1, 2, 5, 6, 7, 8, 9,10, 11, 13), tammorra (1, 2,3, 5, 7, 10, 11, 14), percussion (1,9, 14), drums (5, 9,11), acoustic piano (6. 9, 14), tamburello (8), keyboard (7, 9,11), cymbals (2), snare (7)
Franco Fraioli: double bass (3, 5, 6, 8. 10, 13)
Nando Gandolfi: ciaramella (1, 7, 13), flute (3, 8, 13, 14)
Oscar Montalbano: backing vocals (1), acoustic bass (1, 7, 9), acoustic guitar (2, 3, 6, 8, 10, 11, 13), classic guitar (5), bouzuki (9), electric bass (2, 11), drums (14), bass drum (7)
Luciano Nini: clarinet (2, 5, 7, 9, 10, 11), saxophone (2, 10)
Mariarosaria Nocera: lead vocals (4), tammorra (4), castagnette (2, 7)

Vincenzo Origlio trombone (2], bass drum (2)
Gennaro Petrone: mandoloncello (1), mandolin (3, 13)
Marco Sannino: trumpet (10)
Peter Walsh: percussion programming (9)

a.o.

PUMMAROLA BLACK

O' MARE 

SANT’ ANASTASIA 

PALUMMIELLO

VESUVIO 

A' FERRIERA 

ANEME PERZE 

O' MUNACHINO 

SIENTE MUNACIE’

MIEZZO A FESTA 

O' RINILLO O' RINELLO 

VESUVIO REPRISE 

PIAZZA DANTE 

SANTA NOTTE

	A  FILETTA
	Bruno COULAIS – A  FILETTA:

Bande originale du film DON JUAN de Jacques Weber
	1998
	43:57
	label: Auvidis 1998 / Naïve 2002 (France) www.naïve.fr
Ensemble A FILETTA [vocal group] (см. в ‘Eurofolk’): Jean-Claude Acquaviva, Jose Filippi, Jean-Luc Geronimi, Paul Giansily, Jean Sicurani, Maxime Villamier.

with: Marie Kobayashi [mezzo soprano]; Serge Krichewsky [cor anglais]; Gerard Berlioz [cymbalum]; Jose Souc [g]; Slim Pezin [g, b]; Raoul Duflot Verez [orgue]; Jean-Paul Batailley [perc].

Composed and orchestred by Bruno Coulais.

Songs written by Jean-Claude Acquaviva.

Народный корсиканский хоровой вокал (похож на грузинский) просто расцвёл этой музыке, которую можно уподобить Philip GLASS Koyaanisqatsi, но даже более интересной и насыщенной. Рекомендуем всем! – Чудесная работа, способная удовлетворить и любителей альтернативы, и фольклора, и просто хорошей музыки.
Bitter, savage music

In full agreement with Jacques Weber, I did not want the music for the film to be “costume music”. Very soon, I hit on the idea of building the music around choruses sung by the ensemble A Filetta, whose work I greatly admired – an idea that was all the more interesting in that we now know that the historical character Don Juan was probably of Corsican origin.

What I like about Don Juan is his insolence and rebelliousness. From the moment of his revolt, Death summons him, and from then on remains constantly by his side. His whole being is determined by that death wish, whence the very rhythmic character of my music. I wanted music that was bitter and very visceral, by which nevertheless expressed a certain Merditerranean sensuality. A Filetta’s singing expresses that better than any other instrument or any other voice.

I have enormous esteem for A Filetta’s approach, which I knew through their recordings and concerts. For their own creations they draw on the Corsican oral tradition, but without allowing it to have a dominating influence. Over-strict respect for tradition strikes me as being rather vain. After all, tradition would never have existed without creativity in the first place.

In A Filetta I found a group of musicians who put everything they had into this adventure. Their interpretation, which is so strong, so moving, was beyond my wildest dreams, and, over and above the musical aspect, the experience was for me a unique and unforgettable source or enrichment.

-- Bruno Coulais

	A  FILETTA
	Intantu
	2002
	51:13
	label: Virgin France

Фольклорная вокальная группа A Filetta (Jean-Claude ACQUAVIVA, Jean ANTONELLI, Jose FILIPPI, Jean-Luc GERONIMI, Paul GIANSILY, Jean SICURANI, Maxime VUILLAMIER, Valerie SALDUCCI) существует с 1978 года. Исполняет старинный (иногда – древний) фолк, в т. ч. полифонический.

Intantu записан в Италии, сведён во Франции.

Текст на вкладке – только на итальянском и французском.

En octobre 1978, naissait le groupe A Filetta.
A l'époque nous ne savions pas et d'ailleurs, nous ne savons toujours pas, s'il s'agissait du rêve d'une esquisse ou de l'esquisse d'un rêve. L'esquisse d'une demeure à jamais ouverte où pourraient venir trouver refuge, les âmes entremêlées, qui dans leur quête d'éternité, tissent et retissent les fils de ce vieux partage qu'est le chant. Le rêve d'un navire sans pavillon, parti de nulle part, sillonner l'ailleurs où des phares immémoriaux pourraient peut-être un jour lui dire : "c'est là, parmi vous, dans l'éphémère partagé que sont les étendues éternellement heureuses." Vingt ans aux côtés de tous ceux qui ont la conviction que la vie est de ces batailles à mener dont il ne faille sortir ni vainqueur ni vaincu, mais grandi. Et, s'il fallait, au terme de ces quelques années que subsiste une empreinte et une seule, nous souhaiterions vraiment que ce soit celle de voyageurs dont la seule préoccupation était de ne rien vouloir altérer.

A la demande de Jean-Yves Lazennec, metteur en scène, le groupe A Filetta a créé et interprété les chants du chœur de "Médée" de Sénèque après avoir adapté le texte directement du latin au corse. Ces deux extraits des chœurs II et III (L'arditezza et U Casticu) évoquent l'épopée des argonautes, ces marins présomptueux qui pensaient pouvoir en toute impunité, dompter l'empire ma​ritime et par là même, abolir "l'ailleurs".

	Hector  ZAZOU
	Les Nouvelles Polyphonies Corses
	1991
	69:01
	Zazou [k] with: John Hassel [tp], John Cale [p], Ryuichi Sakamoto [p], Manu Dibango [s]; Richard Horowitz [ney], Pierre Chaze [g], Cristianu Andreani [cilamedda, fl, tambour], Ghjiseppu Figarelli [cetera], Steve Shehan [bowed bells, waterphone gato, afuche, moonstraw, hadgini, talking drums, balafon]; Sheikh Hamid [violon], Due Dung, Due Dau, Due Quang [xenh sua], Christian Lechevretel [accordion, tp], Shaymal Maltra [tabla, djembe, ghatam], Guillem Querzola [b], a.o. + chant.

Корсиканская полифония.

	MONTI  LEPINI
	Musica Strumentale
	1994
	50:04
	label: Materiali Sonori

The Lepini mountains form an area in Lazio between Rome, Frosionne and Latina, which until now has only partially been explored musically, and which retains a relatively solid cultural unity even today. This record offers a fascinating and thorough research into forgotten sounds and instruments, which are nevertheless still present in the memory of less well-known and visible musical traditions: various kinds of bagpipes, double, and other different types of flutes and extraordinary ephemeral instruments made from bark and leaves.

	Gianluigi TROVESI & Gianni COSCIA
	In cerca di cibo
	2000
	52:57
	label: ECM   www.ecmrecords.com 

Gianluigi Trovesi [clarinets]; Gianni Coscia [accordion].

Rec. 1999 in Zurich

Umberto Eco: DEVILS IN MUSIC

When I was an adolescent living in a provincial Italian town, just after the war, if you wanted to listen to jazz the best you could hope for was to meet up in the house of some friend who was sufficiently well heeled to be able to afford a gramophone and a few "seventy-eights". Apart from those quasi clandestine sessions, I owe my initiation to jazz in those years to the accordion of Gianni Coscia, whose music had al​ready begun to move away from local dance halls in the direction of (imaginary) houses of ill repute in New Orleans.

In those days jazz was one thing and other music was another. The radio provided us with songs, except for Friday, which was reserved for a symphony concert, and for the rest we had to wait until a group of fans in Alessandria set up a kind of quartet club, inviting famous musi​cians every week. But the three universes remained apart.

We learned, it's true, that symphonic, jazz-style music existed, but even our early enthusiasm for Rhapsody in Blue or for the Concerto in F did not prevent us from recognizing that in such cases jazz melodies and rhythms had simply been handed over to an orchestra and then frozen in a score that was not to be touched. The blend was a pleasing one, but the genre did not acquire a definite physiognomy. Symphonic, jazz-style music remained in an obscure limbo that was seldom performed in concert and, later on in Milan, it was ignored in the cellars where they played a jazz that was as noble as it was faithful to its own "low" origins.

I followed Coscia's maturing talent up to his meeting with Trovesi and I find that there is now something particular about their experimentation, which is no longer the jazz of the early days but it's not an attempt to get Armstrong into Carnegie Hall either.

Like all experimental work, Coscia's and Trovesi's music is hard to define, and should proof of this be required all you have to do is listen to this record, which ranges from a series of tributes to great masters – regard​less of the sphere of the musical universe they had been assigned to – like Carpi or Villoldo, to the quest for ancient timbres and classical echoes, and to the original inventions of the two players.

Here we are in the presence of a new transversality where distinctions of genre are vanishing, while a certain attention is being paid (and this is something new) to Italian folk music. Just think how blasphemous it would have seemed once upon a time to announce a jazz version of that old Piedmontese popular favourite, the Migliavacca, also known as the Celebre Mazurca Variata (and goodness only knows whether this is because it would have been considered an affront to jazz or to the Migliavacca ...) but here it is all done in such a way that the meet​ing of apparently incompatible traditions conjures up the ghosts of non existent musical families.

Just for a start, the distinction between music that follows a score and music based on improvisations on a theme has collapsed. We might talk, when this happens, of improvisation on rigid forms. Through a series of knowing allusions, to themselves, to the piece itself, and to the listener, Coscia and Trovesi operate on both fronts leaving themselves free to indulge, within a tribute to another musician, in a joyous poetics of the cadence.

In this play of references to different texts and traditions, they occasion​ally arouse systems of expectations within the listener that they then suddenly frustrate, by changing the rules of the game. Which is one of the characteristics of experiments, a characteristic assumed in this case without forgoing something that experimental music often forgoes,

that is to say pleasure. Coscia and Trovesi know how to contaminate a piece without damaging its unity and without sacrificing the listener's chances of recognizing the quotation. In fact I would say that – with a trait that has become recognized as typically post modern – they bring a "double coding" into play. The execution can be appreciated at a "high" level, upon which the listener grasps the intertextual references, and at a "low" level, as music tout court, without being disturbed by erudite or artful references.

There is nothing more seductive than artfulness, when it has the humil​ity to disguise itself as artlessness. And especially when it generates, at every new quotation or invention, a feast of timbre capable of getting the maximum possible out of the instruments, in a natural way, without falling back on electronics.

This then is one way to add a popular dimension to cultivated music and a cultivated dimension to popular music. So there's no need to wonder about in which temple we should place the music of Coscia and Trovesi. On a street corner or in a concert hall, they would feel at home just the same.

	BAR ITALIA
	Musica Organetto Dall' Italia
	
	68:06
	label: Nascente (Italia)

'Organetto' is Italy's diatonic accordion. These eighteen tracks follow its footsteps in a journey from the Alps to the Mediterranean Sea where the music is as varied as the landscape that it is contained within.

Probably invented by Demian in Vienna in 1829, the diatonic accordion rapidly gained a core role within Italian rural musical traditions, along with the likes of the zampogna and piva (bagpipes), launeddas (Sardinian pipes) or violin. This was partly thanks to the specific features of the instrument (easier and more stable tuning, opportunity to play both the leading melody and the accompanying part at the same time and its powerful volume).

It would be impossible to provide a fair selection of the various forms of traditional 'organetto ' playing that are still present in Italy. This compilation focuses on instrumentals by a wide range of players who are concerned with introducing new musical elements and their own compositions in interpreting the tradition. Most of them began their musical journeys in the late seventies, often as members of some of the most representative Italian roots groups.

Founded in 1981, the Calicanto group come from Veneto in the north-east of Italy, which borders the Adriatic sea, giving the name to the song 'Adriatica'.

Roberto Tombesi is the leader of the group and the co-author (with Riccardo Tesi) of the seminal handbook 'L'Organetto Diatonico'.

Travelling west to Lombardy, the skilled playing of Vincenzo Caglioti introduces the artistry of the Baraban sextet with 'Ballo Del Curioso Accidente', a tune coming from the Trento province and suggesting a close link with a well known theatre play by the Venetian Carlo Goldoni.

With a wealth of fine recordings to its name, La Ciapa Rusa has been the seminal group investigating and interpreting the Piedmont traditional repertoire (north-west of Italy). Beppe Greppi is one of the founders of the group and a fine interpreter of Piedmont tunes and dances on the 'organetto' – as shown on the song 'Boroa'.

'Materin Pa Tant Chot' is a recent composition by Livio Mandrile from the Vermenagna Valley (Cuneo) on the Italian-French border. It is a 'balet' written for the 'semitoun', an 'organetto' half-way between a diatonic and a chromatic model. This is one of the instruments played by Silvio Peron and can be heard alongside the violin of Gabriele Ferrero in their exploration of the Occitanian Valleys.

The impact of the 'organetto ' produced remarkable changes in the local traditions, such as standardising the mode intervals or neglecting drone functions. At the same time, it helped to preserve old repertoires and to introduce new dances such as mazurka and waltz. For example, listen to La Sedon Salvadie in 'Polka ', featuring the 'organetto' of Andrea Del Favero, or to the personal approach to another traditional dance by Fabio Dovigo in his 'Scottish Dell'Aviatore'.

Approaching the Apennine mountains and the central regions we meet Banditaliana, the group lead by Riccardo Tesi and based in Pistoia (Tuscany). With one foot in Sardinia and another in Madagascar, Tevakh bears witness to the wide-ranging collaborations of Riccardo Tesi and of the fine interplay of his group, including Claudio Carboni (sax), Maurizio Geri (guitar), Ettore Bonafe (percussion).

Modern renditions of the traditional central-Italian repertoire are provided by the Rony Micro Band, featuring the 'organetto' of Rony Bargellini in the 'Saltarello' dance and by Stefano Del Vecchio with the group Bevano Est ('Perpenta')..

Based in Reggio Emilia, Paolo Simonazzi rapidly gained a reputation as the leader of La Piva dal Carner and is performing today with the Desperanto Trio featuring Emanuele Reverberi on violin and Fabio Tricomi on zarb. They are featured here with an original composition written as a homage to Ken Loach, 'D'Esperanto / Working Class'.

Ambrogio Sparagna comes from a family of traditional musicians from Maranola (Latina) and had the opportunity to study and to conduct field research with the late Diego Carpitella, the pioneer of ethnomusicology in Italy. 'L'Ora Del Ballo' has often been his virtuoso solo tune to end a concert. Here he is joined by four outstanding musicians: Gabriele Mirabassi (clarinet), Rosario Cicero (baroque guitar), Claudio Di Trapani (double bass) and Massimo Carrano (percussion).

The Bosio Big Band ('Monteverde') bears witness to the growing Italian interest in the 'organetto'. In Rome, this has resulted in various teaching courses and, since 1984 the Bosio Big Band has gathered some thirty outstanding pupils who belong to the first generation having had the opportunity to learn the 'organetto' in a city, rather than from an old master in a rural area.

A member of the Bosio Big Band, Clara Graziano ('D'Istinto') also composes and performs with her own group, Circo Diatonico. Theirs is a passionate, instrumental exploration of circus life, backed up by experienced jazz musicians such as Toni Germani (reeds) and Giovanni Lo Cascio (percussion).

Guiseppe Pontuali introduces a traditional dance, 'Quadriglia'. He plays the organetto with La Piazza (Rome). Since the early nineties the group has been combining onginal compositions and traditional songs. These are mainly from the Lazio region where, about twenty years earlier, some of the La Piazza musicians founded one of the first 'folk revival' groups, Canzoniere del Lazio. This band included the seminal accordion-playing of Francesco Giannattasio, the author of 'L'Organetto'.

In the Tirrenian Sea, off the Italian west coast, the island of Sardinia presents a wealth of onginal roots music with tittle or nothing in common with the other Italian regions. Sardinian accordion-playing tradition is highly developed and includes numerous popular musicians. Over the last years Totore Chessa, from Irgoli, has established himself as the unrivalled master of the Sardinian 'organetto' and 'Mandrolisai' is a fine introduction to his dexterity, especially on the bass part.

'Moresca Streuza ' rings a different bell and leads the musical journey into the (under-represented) southern Italian regions. Performed by Mario Salvi, it evokes the influence of the Arabic culture on the musical traditions of the south of Italy.

Danilo Gatto is best known for his work with the group Re Niliu, the wax king, from Catanzaro. 'Sona Bella Viva' comes from their second album ('Caravi'), a CD based on their extensive field research and recordings of different traditions from within the region of Calabria.

The 'organetto' of Filippo Gambetta brings us back to the north of Italy and closes this compilation  with 'Gnicche Gnicche', a lively and well-arranged original composition by a most promising young talent.

--- Alessio Surian

	LA MUSICA DELLA MAFIA
	(Vol. I): Il Canto di Malavita
	2002
	68:15
	label: PIAS Recordings (Hamburg) www.pias.com
www.malavita.com 

Сборник (24 песни) сельского и городского итальянского песеннного фольклора, касающегося тем, связанных с мафией.

	LA MUSICA DELLA MAFIA
	Vol. II: Omerta, Onuri e Sangu
	2002
	60:55
	All songs, music, and lyrics: D. Siclari

He who knows that he is worthy remains

"Omerta, Onuri e Sangu" - in English: "Discretion, Honour and Blood" -these are keywords from the world of the 'Ndrangheta, the Calabrian Mafia. After the success of the CD "II Canto di Malavita - La Musica della Mafia" that was released two years ago, this is the continuation of a musical journey through a chapter of southern Italian cultural history that is as dark as it is fascinating.

Just like the first CD, on "Omerta, Onuri e Sangu" musical melodiousness starkly contrasts with the utter clarity of the inherited song lyrics. If the listener is first shocked by the initial bloodthirstiness, he won't be able to deny the fascinating poetry of the words that have been taken from the code of honour of the old 'Ndrangheta.

When the Bourbons (1738-1860) occupied Calabria, they exploited the people by means of an unjust tax system. Calabrian collaborators placed in the nobility by the grateful Bourbons represented the hated state. But fate would have it that some of the tax collectors who worked for the "nobility" turned away from these shady men and joined forces as honourable men, as Mafiosi. They maintained a modified version of the tax collection business, calling it "Pizzo" -protection money. In contrast to the corrupt leaders, these honourable men were both feared due to their brutality and at the same time highly respected for the values they represented.

In the course of the 20th century, the Mafia turned into an internationally run criminal organization that increasingly found itself less and less obligated to its own code. If the leaders of the honourable society had once been respected as judges who firmly settled fights and tried to solve social tensions, the goal of the new Mafia was to increase its economical power through the aid of terror alone as a method of intimidation. In the Canto di Malavita the old tradition survived.

At the beginning of the new album, the chimes of the monastery of Polsi ring out, a mythical place in the rugged mountains of the Aspromonte Massif that had offered the outlaws and murderers of the 'Ndrangheta a hiding place and refuge. Even today, every year in September thousands of Calabrians make a pilgrimage to Polsi, where they celebrate the festival of the Madonna della Montagna -the same place where the secret meetings of the old 'Ndrangheta used to take place. During the tarantella "Campani d'Asprumunti" that is accompanied by tambourine and bagpipe, Mimmo Siclari proclaims: "He who knows that he is worthy remains / He who isn't worthy leaves". Siclari thus makes reference to one of the honourable society's most important basic rules.

Once again there are numerous prison songs on the album, so-called "Canti di Carcerato" as well as classic tarantellas. Monotonous pieces, carried by the sound of the Calabrian lyre, such as "I carceri" or ,,Zampugnara onoratu" transport the listener to the Spartan world of old Calabria.

The two historical recordings "Tira la pinna" and "A casanza" originated in the Cosenza prison; the wording in the first song already appeared in an old book about Calabrian outlaws.

With the inherited lullaby ,,Ninna nanna malandrineddu" and the ballad "Si gira e si rivolta", a female singer of the Canto di Malavita - Saveria Romeo - can be heard for the first time. Although ,,Ninna nanna malandrineddu" at first sounds like an innocent song sung by a mother to her son, the words cause the listener's blood to freeze in his veins: "You must grow up, you must grow up quickly /... / Son, you must avenge your father's murder".

"Omerta, Onuri e Sangu" will hopefully continue the public discussion that the release of "II Canto di MaIavita" started worldwide and finally also in Italy, since it is the case that in many places today the brutal methods of the new Mafia are still simplistically equated with the 'Ndrangheta of long ago. And it's not by chance that the last track on the current CD is called "Vulimu paci" - "We Want Peace".

	FOLKABBESTIA!
	Folkabbestia!
	2000
	43:52
	label: uprfolkrock/Peones (Italia) www.uprfolkrock.com  uprpeones@tiscalinet.it 

folk-rock – весёлый ураган в духе Dusminguet, Manu Chao, Mau Mau, etc.

www.folkabbestia.com 

Le Bestie: Lorenzo Mannarini [voce, chitarra]; Michele Sansone [fisarmonica]; Fabio Losito [violino]; Giuseppe Porsia [flauti]; Francesco Fiore [basso]; Nicola De Liso [batteria].

	MAU MAU
	Carnevalera
	1997
	54:05
	label: EMI (Italy); series: Originale Tutta Un’Altra Musica

Итальянская карнавальная музыка.

[см. тж. другие их CD в 'Rock']

Несмотря на толстую вкладку, никакой информации по диску не содержится, даже ни слова об исполнителях. В списке из 13 вещей можно увидеть, что все они – авторские. Тем не менее, здесь мы встречаем настоящую яростную карнавальную музыку, с великолепным энергичным мужским вокалом, массой «правильных» инструментов. Блестящее огненное исполнение и превосходное качество записи. Рекомендуем этот CD всем без исключения.


CAUCASUS

	The RUSTAVI Choir
	Georgian Voices
	1989
	45:13
	label: Elektra Nonesuch Records (New York)

Застольные песни Грузии.

  The Cucasus range is higher than the Alps. Remote and snow-bound settlements have resisted the penetration of alien cultural influences. Likewise, Caucasian languages, which constitute an independent language group with no certain relationship to any other (one theory proposes a link between Georgian and Basque), preserve an autochthonous repertory of songs and oral poetry whose roots are extremely old. The three-voice polyphony chracteristic of much folk and liturgical music in present day Georgia existed by the beginning of the 12th century, and is probably much older. (Polyphony: music in which two or more related melodic lines move to some extent independently.) Georgian polyphonic singing betrays its origins on the periphery of Europe. While its textures and vocal timbres sound European, much of the music defies the conventions of harmony, counterpoint, and voice-leading that were common to polyphony in Europe’s central regions as early as the end of the fifteenth century. Indeed, to ears seasoned by the sounds of European music, Georgian polyphonic singing retains traces of archaism. Angular melodic leaps, hocketing, and parallel consonances call to mind the style of the medieval French motet and mass. At the same time, these unconventional sounds seem to be harbingers of musical modernism. It is not surprising, then, that Igor Stravinsky, a composer identified with both neo-Classicism and neo-Primitivism, was drawn to Georgian folk music’s powerful contrapunctal rhythms and exotic harmonies. In 1966, at the age of 84, Stravinsky was interviewed by a music journalist who asked what music he had most recently been listening to. “One of my greatest impressions,” replied Stravinsky, “is of recordings of Georgian polyphonic folk singing from mountain villages near Tbilisi. This tradition of active musical performance, which goes back to antiquity, is a wonderful treasure that can give for performance more than all the attainments of new music...”  Georgian polyphony is remarkable on several accounts, nor the least of which it is anomalous character as a kind of musical island in a sea of homophony. (i.e., music in which melodic interest is concentrated in a single line). The traditional folk and liturgical music of Georgia’s intimate neighbors — Armenians, Azerbaijanis, and Turks — is overwhelmingly homophonic and seems to have been so for at least as long as Georgian music has been predominantly polyphonic. Georgian folk music is still overwhelmingly an oral tradition, and the subtleties of intonation and harmonization are learned by ear. The several distinct vocal styles heard on ‘Georgian Voices’ are associated both with particular genres and geographical regions. For example, the lyrical and delicate “Orovela” represents a genre of plowing song originally sung in Eastern Georgia as well as in neighboring Armenia, where it is known as “horhovel”. Singers alternated solo melodies, recitatives, and intoned exclamations with a drone-like refrain. The improvised solo line would be passed back and forth among different plowmen, and a single stanza could go on for as long as it took to plow one furrow. Georgia was Christianized in the first half of the fourth century, and its church music developed under the strong influence of the Bizantine rite and its monophonic chant. Yet the enduring Georgian propensity for multi-voice singing asserted itself in church music as well as folk music, and three-part chorale singing became established in Georgia long before it was accepted elsewhere as a part of Christian worship. Three-part songs in which the different voices are aligned in chords by a common rhythm are typical of Svanetia, in northwestern Georgia. The most virtuosic style of Gregorian polyphony developed in the western regions of Guria and Adjaria. Gurian and Adjarian songs commonly contain three or even four, independent melodic lines. Each line functions with great melodic and harmonic independence, and good singers can improvise within these lines as they sing. The relation of the different melodic lines in the boisterous polyphonic styles of Western Georgia could be described as contrastive, in distinction to the imitative contrapunctal principle that has played such an important role in Western European music. An unusual feature of Gurian and Adjarian polyphony is the ‘krimanchuli’, a high-register, sustained yodel that embellishes the lower voices with striking melodic leaps and bold rhythmic motives. The krimanchuli part requires special vocal mastery, and the relatively few krimanchuli singers command great respect. [...]

	The RUSTAVI Choir
	Rustavi Choir  & Duduki Trio
	1991
	67:36
	label: WDR World Network

Georgia, on the western edge of the Caucasian mountains, is a country with a rich folk music tradition. The polyphonic songs are particularly famous; they remain in use to this day in church chants as well as in folk music. Polyphonic singing in church music is documented as far back as the 10th century, and polyphonic folk singing may be even older.

Due to the geographical location and the tumultuous history of the country, many local traditions arose in folk singing. On the plains of Eastern Georgia, in the provinces of Kantii and Kakheti, one or two solo voices can be heard above the drone of the choir. The virtuoso melismas of the singers bring the Orient to mind. On the other hand, in the northern regions, e.g. in Svanetia, there is a homophonic singing style characterized by gradual tempo increases. The songs of Guria in Western Georgia have a complex polyphonic structure, with the emphasis on solo singing and individual shaping of each part. The height of virtuosity is represented by the krimanchuli, a male voice in an un​usually high register, which accompanies the song in a yodel-like fashion (track 11).

To this day, the polyphonic songs are an essential component of Georgia's folk cul​ture. They have a place in work as well as in custom and at the magnificent ban​quets. Many themes are represented in addition to the functional context, but lyrics and melody are only loosely connec​ted in Georgian folk songs. The singers appear to concentrate on the blending of voices more than on the lyrics.

Folk songs and church chants are both performed by the Rustavi choir conducted by its director of many years, Ansor Erkomaishvili. The choir, founded in 1968, combines singers from various regions who are well versed in the songs of their respective provinces. Ansor Erkomaishvili himself comes from a well-known singers' family from Guria whose singing tradition goes back to the last century.

The lesser well known instrumental music of Georgia stands in the shadow of the abundant vocal folk music tradition. One[image: image1.png]


of the few solo instruments is the salamuri flute (track 23) The accompanying instru​ments, such as the threestringed panduri lute, the four-stringed chonguri, and the changi harp, occasionally are used to underpin the singing (tracks 2 and 16). Dance melodies and shepherd melodies are typical of the rural regions.

The urban music of Georgia, in which Oriental and Western influences have merged with the indigenous tradition, hold a special fascination. The typical urban ensemble is a trio of duduki oboes with two melody instruments and a bass duduki. These oboe instruments are found in all Caucasian regions. They have a double reed, which in comparison to the body of the instrument is very large, and like the larger conical oboes, they are blown with circular breathing, i.e. without pausing. Their affecting velvety sound is particularly suited to the performance of slow, stately melodies (track 20). Today however, there are few ensembles in Georgia which have mastered this art. They include the trio of Omar Kelaptrishvili, whose principal plays the solo duduki: he is accompanied by Tamaz Mamaladze and Davit Kavtaradze.

	GEORGIAN VOICES
	The Years
	1999
	72:08
	Robert Gogolashvili, leader of the company, is the only professional among the singers, having graduated from Tbilisi State Conservatoire..

The "Georgian Voices" have won numerous prizes during their career. We will only mention one in 1996 the company and individual singers were awarded the State Prize of Georgia in recognition of their enormous popularity and service to Georgian culture.

This album includes twenty five songs. Twenty of these songs were recorded between 1987 and 1998. The other five were recorded at a concert given in 1997 in Tbilisi. In songs recorded before 1996 the leading parts are sung by the star singer Gogi Dolidze, one of the founders of the "Georgian Voices", whose sudden death on March 8, 1996 was mourned throughout Georgia.

Apart from Georgian traditional songs this album includes a number of popular songs by contemporary Georgian composers. We hope the album will let the listener form a true notion of the singers abilities.

	PHASISI
	Georgian Folk Songs
	2000
	60:11
	Folklor group PHAZISI was foundated twenty five yars ago. PHAZISI is the group with high class professionals. It continues cultural traditions of Georgian folklor songs. During the years it prooved its uniques. PHAZISI from the begining brought attention of specialists and andience for its unique band. That is why its recognition and respect is not groundless. The group has done great work and efforts for the Georgian folklor musical culture. Songs performed by the group are the part of the Golden Fond of Georgian music.

For more than twenty years the male folklore choir Phazisi has been in service of the treasury of Georgian cultural heritage – musical folklore, and is widely acclaimed as one of the best performers. It seems that fate has made a choice in selecting the singers of the choir – all ten of them – to implement this challenging and strenuous task. Their first encounter with these unique gems of Georgian culture dates back to the time of their childhood. That was followed by aspiring years of their youth and participation in the University groups and choirs. It was their mutual love and obsession with songs, which after graduation united them in Phazisi, founded and supported by the Academy of Sciences. It did not take long for the group of amateurs to transform – and perfect themselves into a top-level choir with sound skills and manner of performing. It did not also take them long, either, to attract attention of the general public and professionals to their very distinctive personal style. During all these years the members of Phazisi succeeded in finding and restoring beauty of long-forgotten melodies. Their spectators and listeners are grateful for the new life of some songs, lost in time and oblivion – and their rare versions too – hardly familiar to anyone in the country. The service record of Phazisi concerts is rather rich and apart from Georgia covers also various countries like England, Italy, Russia, France, Austria, Mexico, Norvay, Hungary, Syria and so forth. All these countries witnessed and increased the appreciation and well-deserved fame of Georgian folk music. Quite a few international festivals (Sweden, Norway, Russia, Switzerland) proclaimed Phazisi the best among other excellent choirs. During all these years the various papers and magazines in various countries incessantly published their praise of their professional level and artistic style of singing. The same could be said about the TV and Radio. Single and double record albums, published by Melodia Recording Studio, immediately became popular among music lovers and earned their distinguished place in private collections, and consequently, won their esteemed place among the stars of Georgian music.

	ENSEMBLE KOLKHETI
	Shavtvala Gogona (Oh, black-eyed girl)
	2000
	48:21
	Songs from Georgia

rec. 1988-89 in Tbilisi, first edition:1992

Givi Chanidze: v, bass-panduri

Nugzari Psuturi: v, panduri

Alexi Goderdzishvili: v, svirel, salamuri, duduki

Giorgi Akhrakhadze: v, panduri

Jemal Akhrakhadze: v, chonguri

Gia Psuturi: v, g

Gomar Sikharulidze: v

	Hamlet  GONASHVILI
	Hamlet
	1996
	57:14
	label: Jaro

All songs: Traditional

Hamlet Gonashvili was considered the voice of Georgia. He was an outstanding soloist, influential teacher and brilliant performer of traditional Georgian music. Born in the Eastern part of the country, he was know to be the best interpreter of songs from the regions of Kartli and Kakheti. Hamlet Gonashvili had been awarded his country's most important honours and prizes.

History of Georgian Music

An element of the rich and diverse culture of the Georgian people, the traditional songs of Georgia are a musical chronicle of the country's history. Despite the numerous incursions of foreign invaders – Arab, Mongolian, Turkish, Persian – Georgia has preserved its language, both oral and written, its architecture, its religion and a large number of unique songs and melodies. In the course of its historical development, Georgia has come to have many lingual and musical dialects. The song types are named after the different regions – Kakheti, Kartalinia, Racha, Svaneti, Megrelia, Imereti, Guria, Adzharia – and their musical dialects differ considerably from one another in rhythm, intonation, texture and harmony. Fundamentally, Georgian songs consist of three parts, although Gurian and Adzharian work songs sometimes consist of four. A particularly interesting form of Gurian and Adzharian song is the krimanchuli – a type of yodel, a melody of a figural nature. To this day unisonous singing has survived in Hevsureti, Tusheti and other mountainous areas. Monophonic singing is common in certain types of songs of the West and East of Georgia. Developed over the centuries, the traditions and styles of performance have been handed down from generation to generation by outstanding singers, many of whom founded their own schools and whose memory lives on in the minds of the Georgian people. The Georgian chorals, priceless jewels in the treasury of traditional Georgian music, became particularly widespread between the 9th and the 12th centuries. According to the prominent musicologist Ivaneh Javakhishvili, even prior to the 9th century a school of sacred singing existed in Georgia. Evidence of this is the special attention paid to choral singing not only at the seminaries and academies affiliated with Georgian churches and monasteries, but also at Georgian cultural centres in other countries. Along with diverse hymnographic literature, Georgian chorals were performed at centres of learning in Mtskheta, Tbilisi, Gelati and Ikalta, as well as abroad in Jerusalem, Athos, Petritsoni and other places. These seminaries and academies had splendid choirs where singers skilled in the choral arts were trained. Georgian literary sources of the 9th to the 12th centuries name prominent Georgian hymnographers, composers and choral performers who contributed to the development of the Georgian musical culture. Recording of the chorals became possible with the invention of the Georgian neumatic notation by composers like Georgi and Efrem Mtatsmindeli. John and Stephen Mtbevari. Mikael Modrekili, Catholicos Arsen, and John Mannchkhi. Of the collections of Georgian chorals that have come down to us, the oldest (10th century) was compiled by the prominent hymnographer Mikael Modrekili. It provides a good impression of the Georgian musical culture and craftsmanship of the medieval period and marks the beginning of professional Georgian music.

Igor Stravinski: «Recordings of the Georgian people’s polyphonic songs represent important musical impressions. They are recorded in a tradition of active reproduction of Georgian folk music, the origin of which begins in ancient times. It is a wonderful discovery and can give us much more than all the modern music can...»

	GEORGIE
	Chants De Travail — Chants Religieux
	1989
	69:30
	label: Harmonia Mundi Records (Paris).

Field recordings in Svanetia, Gouria, Khevsouretia, Pshavia.

Религиозные и народные песни Грузии

  It is said that long ago men could commune by means of “immaterial sounds”. But a dense veil slowly covered human transparency while man awaited a meditation, dedicated a hymn in its honour, gathered unto its furthest harmonics and echoed in the cohesion of ceremonials where men live out present creation in its authencity... The Georgian mountaineers establish a most subtle distinction between kindred things and their gradual passing from one shade to another.

  In the course of a great migration (approximately the sixth millenium B.C.), a highly civilized human group, who came from the north to the Caucasus, is said to have emigrated to Egypt and the shores of the Mediterranean, spreading as far as the countries that later became Greece, Italy, Spain and the south of France. This group would later be called Asianic. It is generally agreed that the Georgians are descended from this group. One can easily see that, because of its geographical position and the ancientness of its culture, Georgia has a many periods in its history “constituted a completely natural connecting link between the great civilizations of early Asia and those of Greco-Slavic Europe” and formed an epicenter where all the particular currents of poetry, of song — of art, “were harmoniously blended”. Surrounded by homophonic elements, Georgia is a “polyphonic island”, and from this point of view one can divide it into east and west. These two fundamental types, clearly distinct from one another, are themselves subdivided into related but diverse musical dialects, giving birth to structures “still very close to their source”, whose transmission is original: formation of a chorus or choral groups (antiphonal); the role of the voices (each one having a designation); ‘a capella’ singing accompanied by hand-clapping; dynasties of musicians. In the time of Queen Tamar (12th-13th centuries), Georgian civilization attained a very high level of development. Instrumental music was widespread, and odes and poems were sung with instrumental accompaniment. Today, the singing of accompanied soloists is heard in the east and west of Georgia, but the purest tradition is ‘a capella’. Working songs, by their intonation and its influence on melodic-rhythmic development, have a ritual character, simultaneously oriented by an underlying activity and sustained by a succession of immediate acts; they thus attain an exceptional density. Each one meditates on the ephemeral forms of this world, or prepares to “cross the field, ploughing stoutly” and “not being stopped by any obstacle”. This peremptory manner is one of the traits of the Georgian people; it is supported by the phonemes and a poetic line that conveys the vivacity and wisdom of unknown bards.

	GEORGIAN  SACRED MUSIC
	«RUSTAVI» Ensemble
	1998
	62:26
	In collections of church chorales of the 10th and 11th  centuries.

Грузинские духовные песнопения, достигшие высшей ступени своего развития в Х—Х1 веках, являются замечательным памятником грузин​ской музыки. По мнению академика Иванэ Джавахишвили, уже в IX веке, если не раньше, в Грузии существовало учение о церковном пении, кото​рое называлось «наукой об изучении голосов». В церквах и монастырях Грузии, а также в Грузинских культурных центрах за границей — в Синае, Афоне, Палестине — особое внимание уделялось искусству хорового пе​ния. В Х веке в церквах и монастырях существовала должность руководи​теля церковного хора. Тогда же появились книги по гимнографии, такие, как сборники восьмиголосных песнопений. Сборники церковных хоралов Х и XI веков донесли до нас имена гимнографов Иоанэ Минчхи, Микаэла Модрекили, Иоанэ Мтбевари, Эвтвимэ и Гиорги Мтацминдели, Эфрема Мцирэ и других, которые не только переводили тексты хоралов с грече​ского, но и часто сами сочиняли новые.

До нас дошли также невмические записи нот первой половины Х века. По своей графике грузинские невмы отличались от греческих и латин​ских, и по сей день система их записи не расшифрована. Её следует изу​чать в сравнении с ранневизантийской системой, применяемой в греческих песнопениях, так как с самого начала грузинское церковное пе​ние развивалось на основе греческого текста. Позднее оно приобрело традиционные черты народного многоголосного пения.

В начале нашего века духовные песнопения изучались и исполнялись специалистами, унаследовавшими это неоценимое сокровище от преды​дущих поколений.

	The TSINANDALI Choir
	Table Songs Of Georgia
	1988
	43:38
	label: Real World Records (London)

Застольные песни Грузии
No one can listen to Georgian singing without being struck by its distinctive harmonic style. Georgian vocal music is largely polyphonic, and most georgian polyphony contains three separate voices or groups of voices. Several distinct styles of polyphony are connected to various of Georgia’s ancient geographical regions. For example, three-part songs in which the different voices are vertically aligned in chords by a common rhythm are typical of Svanetia, in northwestern Georgia. By contrast, Guria, bordering the Black Sea in the extreme west of Georgia, is known for boisterous three and four-part polyphony in which each melodic line functions with great rhythmic and harmonic independance. Kakhetian polyphony, like that featured on the present recording, frquently consists of a melodic dialogue between two tenor soloists sung over a droned bass line.

	Djivan GASPARYAN
	Moon Shines At Night
	1993
	49:17
	Знаменитый армянский музыкант Дживан Гаспарян – лауреат крупнейшей международной премии WOMEX Award-2002 (World Music).

label: All Saints Rec. (London) / Caroline Rec. (New York), Gyroscope series.

D. Gasparyan [duduk].

assembled and produced by Michael Brook; rec. in London.

[Мы не согласны с акцентами следующей рецензии, но помещаем её здесь, наряду с остальными, просто для полноты охвата возможных реакций на эту музыку. >S<]

Французский композитор-классик XX века Ар​тур Онеггер в начале 50-х годов сказал: «Нагло​тавшись серной кислоты, люди будут пить спаси​тельный сироп». Под кислотой он, конечно, имел в виду не то, что многие подумали, а му​зыкальный авангард. Но, наверное, даже прони​цательный Онеггер не мог предположить, что в качестве сиропа всемирная тусовка воспримет игру армянина Дживана Гаспаряна, которой восхищался главный кремлёвский горец Иосиф Сталин. И смешивать коктейли из урюка (инст​румент Гаспаряна —дудук делается из абрико​сового дерева и камыша) будут Брайан Ино и Майкл Брук, а сам Гаспарян будет сочинять саундтреки к голливудским блокбастерам вроде «Гладиатора».

Так что — внимание, отечествен​ные любители экзотики от Opal, Network и Real World! Этот диск – для вас, хотя без электрон​ных наворотов он, может, и покажется вам не та​ким сладким, как ремиксы Майкла Брука.

--- Play

	Djivan GASPARYAN
	Ask Me No Question
	1994
	47:16
	The duduk is one of the oldest wind instruments in the world, dating back to Armenia’s early pre-Christian times. Djivan Gasparyan is the foremost living duduk virtuosos of Armenia having received four gold medals in UNESCO’s woodwind competitions from 1957-1979.

The duduk is a cylindrical wooden flute or Armenia. Western scholars trace its existence back 1500 years though Soviet Armenian musicologists have found evidence dating the instrument as lar back as 1200 BC. Its range is only one octave, however, it requires considerable skill to play, its dynamics con​trolled by constantly adjusting the lips ana fingers. It has eight finger holes and one thumb  note.

In Armenia, the duduk is always made of apricot root and is built in three sizes. The smallest is 28 cm long, with a reed 9 cm long: the medium sized model is about 33 cm with a 12 cm reed; and the largest measures 40 cm with and 14 cm reed. The tuning is basically untempered and diatonic, though chromatic notes may be obtained by par​tially covering the linger holes. The instrument requires a specific type or double reed categorized as a split or split-tube reed. In Armenian, the cane used to make the duduk reed is referred to as "ramish" or "yegheg" and grows abundantly along the Arax River.

The duduk has a warm, soft, slightly nasal timbre and is used in both folk songs and dance music. At least two players are used together, the second instrument holding a tonic drone called the dam, its player is called the damkash.

	Djivan GASPARYAN
	A Cool Wind Is Blowing
	1989
	04:00
	см. тж. в исполнении Kronos Quartet: “Night Prayers” #5 (A Cool Wind Is Blowing)

Djivan Gasparian was born in Solag, a village just outside the capital of Yerevan, Armenia in 1928. When he was six, he took up the duduk, a uniquely Armenian oboe hand-made of apricot wood with a range of only one octave. It is very difficult to play. Gasparian says that the duduk is essentially “an instrument that must be played from the heart. It all comes from the heart.”  “A Cool Wind Is Blowing,” by Armenian poet Avedik Issahakian, originally referred to disappointed love, but has served to express many experiences of life. Its melody, though not old, lends itself to the ageless tradition of the duduk. 

	Djivan GASPARYAN
	Black Rock
	1998
	44:10
	label: Realwold

Djivan Gasparyan [duduk, v]; Michael Brook [infinfite g, b, k]; Richard Evans [g, b, k]; Jason Lewis [d, perc]; Roel Van Camp [accordion].

Djivan Gasparyan is unquestionably one of Armenia’s greatest musicians – the foremost living master of the duduk (an ancient oboe-like instrument) having received four Gold Medals in UNESCO’s worldwide competitions. A professor at the Yerevan Conservatory, he has educated a whole generation of duduk players and has brought the duduk out of obscurity and into the international music scene.

Canadian Michael Brook’s credits as producer, engineer and virtuoso guitarist have graced albums by some of the past decade’s most celebrated and forward-chinking artists. His own music, born of a love for Middle Eastern and Indian melodies, is an admixture of ethnic and electronic elements; its undeniable pictorial qualities have been recognized by the many directors whose films Michael has scored.

With these recordings, Djivan Gasparyan and Michael Brook have fashioned a unique musical hybrid. The duduk is prominently featured, as one might expect, but a surprise is in store for those not yet appraised of Gasparyan’s vocal capabilities; his singing is vibrant and assured, its timbral colours neatly dovetailing with the warm, slightly nasal tone of the duduk. Both instruments are displayed to best advantage against the varied arrangements drafted and performed by Brook, with help from the English engineer and multi-instrumentalist Richard Evans.

	Djivan GASPARYAN
	Salute
	1998
	39:35
	Djivan Gasparyan [doodook] with Megel [dam] (second doodook)

1-GAROD AKH GAROD

2-SOURP, SOURP

3-TOURS YEL DZOYAG

4-GROONG

5-KOON YEGHIR

6-HAVOON, HAVOON

7-TZAKHORT ORER

8-DLE YAMAN

9-KILIKIA

10-PARTZER SARER

11-VORKAN TZANGATZA

12- ODAR AMAYI JAMPER

Дудук мира
Всемирно известный армянский музыкант Дживан Гаспарян – 73-летний профессор Ереванской консерватории и лауреат голливудской награды «Золотой глобус» выступал в сопровождении ансамбля народ​ных инструментов в зале Чайковского. На концерт Дживана Гаспаряна армяне шли семьями и целыми кланами. Они до самого потолка заполнили просторный зал имени Чайковского. Цветы выносились охапками. Дарили дети и подростки, зре​лые люди и старики. Последний раз такой ажиотаж в КЗЧ наблюдался на концерте американского «Кронос-квартета», одного из звёздных партнёров Дживана Гаспаряна в его выступлениях за рубежом. Глядя на приветливого Гаспаряна в уютном сюртуке, не верилось в возможность альянса между армянским фольклористом и рейтинговыми лидерами академического шоу-бизнеса. Тем не менее это правда.

Гаспарян вообще довольно резко попал из искусства братских республик к Майклу Бруку и Брайену Ино. Изучая в Москве в 1988 го​ду грамзаписи музыки народов СССР, модные гастролёры пригласили Гаспаряна в Лондон, где коммуникабельный маэстро тут же по​шёл по рукам. После пропагандиста этничес​кой музыки Питера Гэбриела он попал к соул-певцу Лайонелу Ричи. Колесил по странам и континентам, менял экспериментальные лон​донские студии на голливудские, возвращал​ся обратно. После фильмов «Русский дом» и «Ворон», «Календарь» и «Сейдж» Гаспаряна взяли озвучивать «Онегина» и «Гладиатора». За последний саундтрек музыкант получил «Золотой глобус». Причем Голливуд награж​дал его не только за игру, но за соавторство лучшей музыки к фильму 2001 года.

На московском концерте эта мелодия звучала, ничем не отличаясь от других сыг​ранных Гаспаряном и его ансамблем в ко​личестве 18 штук. Все задумчивые и краси​вые, медленные и внешне до​вольно скромные. Дудук оказался инстру​ментом не очень подвижным (диапазон всего полторы октавы), зато тёплым по тем​бру. Сам Гаспарян сравнивает его с виолончелью — привычка, видимо, обусловлен​ная долгим вращением в консерваторской среде. Но загадка инструмента в другом.

Смысл поделки из персиковой ветки, скорее всего, объясняется общей предрасположенностью армян к рукотворной се​мейной поэзии. Семья в Армении — боль​ше, чем семья. Авторитет старшего там сопряжён с искусством, смысл которого — дарить свою мудрость, а не настаивать на ней. Младшие впитывают её всю без остат​ка. Так они и играют на дудуке в одиночку, вдвоём, втроём. Фон к занятию — тишина. Предрасположенность — взаимное уваже​ние. Настроение простоты и порядка сооб​щает играющим особенную близость, отто​го и некоторая минорная грустинка.

Под довольно простые аранжировки для трёх дудуков, кеманчи (струнный инструмент), доола (барабан) и кануна (подобие гусель) народ в зале просто рыдал. Дело было не только в сентиментальности или ностальгии. Гаспаряновская лирика предстала альтерна​тивой мультизвуковому террору, сопровожда​ющему население мегаполисов вообще.

Это терапия. В мире, перегруженном ин​формацией, в том числе и звуковой, искус​ство Гаспаряна предоставляет душевное убежище. Интустрия World music потратила долгие годы, прежде чем нашла Гаспаряна и его дудук. А уж найдя, кажется, впервые не стала отсекать руки и ноги от цельного явления и переделывать его на свой пос​тмодернистский лад смыкая индустриаль​ное сознание с периферийным.

Впрочем, дудук и захочешь — не пере​делаешь. Маленький, но гордый, он ока​зался настоящей трубкой мира, лучшим из доказательств, что время разбрасывать камни в музыке народов мира прошло.

---- Коммерсантъ

Народная мелодия для «Гладиатора»

Дживан Гаспарян не играл в Москве десять лет — если не считать довольно камерного прошлогоднего концерта в культурном центре «Дом», после которого собственно и ре​шили устроить более масштабное выступление. Тем не менее музыканта здесь хорошо знают, и внимание к его визиту бы​ло самое пристальное — на пресс-конференции был аншлаг. Прежде всего выяснилось, что по-русски Гаспарян говорит не очень хорошо. Первым делом по традиции он поблагодарил спонсора — «армянский ереванский коньячный завод имени Арарата». А потом рассказал очень много интересного. Как он начал играть на дудуке — в 1942 году во время войны очень долго уламывал мастера-дудукиста подарить ему инструмент, несколько месяцев тренировался на нём сам. И ког​да снова пришел к мастеру и показал, что у него получается, получил благословение и новый хороший дудук. Дудук су​ществует с III века, и хороший инструмент нельзя купить в ма​газине. А его дудуку сорок лет, но недавно он обзавелся но​вым — на полтона ниже.
Гаспарян рассказал и о своём недавнем концерте в Турции, где он играл вместе с Андреасом Волленвейдером (Andreas Vollenweider). Там к нему пришли журналисты, и Гаспарян сказал им, что не будет го​ворить про политику, поскольку мало в ней понимает. Предста​вители турецких СМИ в ответ поинтересовались, почему дудук называют армянским инструментом, если в Турции тоже на нём играют. И получили ответ: «В Армении и на балалайке играют, но никто её армянской не называет».
Из рассказа по поводу его работы над музыкой к фильму «Гладиатор» (Gladiator) выяснилось, что первоначально плани​ровалось, что Гаспарян будет играть уже заранее написанные композитором Хансом Циммером (Hans Zimmer) мелодии, но в конечном счёте их по большей части заменили на собственную музыку дудукиста.
В ближайших планах Дживана Гаспаряна — выпуск нового совместного диска с Питером Гэбриелом (Peter Gabriel) и боль​шой фестиваль в честь дудука в Ереване в августе, на который обещали приехать Гзбриел и другой известный музыкант, рабо​тавший с Гаспаряном,— Майкл Брук (Michael Brook).
В конце журналисты спросили, могут ли на дудуке играть женщины. «Женщины всё могут»,— ответил прославленный музыкант. И добавил: «Хотя я не знаю ни одной такой женщи​ны. Есть несколько девушек 18-19 лет. Они играют, но это пока ученицы. До мастера им ещё далеко».

---- Коммерсантъ
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	Heavenly Duduk
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Djivan Gasparyan [duduk, v]; Ararat Dalakyan [bass duduk, duduk, zurna]; Ashot Ghazaryan [duduk, dhol].

DUDUK  -- THE VOICE OF PERSECUTION AND LONGING

Armenia, land at the foot of snow-peaked Mount Ararat, located on the wide plateaux between the Taurus and the Caucasus mountains, a stretch on the road between the Orient and the Occident, a stony place of words, poetry, painting and music. Armenia has been marked over the centu​ries by a history of persecution: “The sword to the East, death to the West / Flames in the north and blood in the south / Joy has abandoned us, the lyres are silent / Like the drums / sobs sound out”, as an eleventh century poem puts it. When the legendary city of Ani was sacked by the Seljugs in 1064 and the kingdom of Armenia destroyed, oral tradition assumed the additional task of preserving and passing on the experiences and memories of the Armenian people.

Armenian history was to remain a history of persecution, expulsion, and foreign rule until 1915/16, when during the genocide perpetrated against the Armenians in the Ottoman Empire 1.5 million people were killed and the history of Western Armenia was brought to an end. Today, there are Armenians living scattered all over the western world, and in the Republic of Armenia.

The folk music of the Armenians, in which elements of religious music as well as the music of courtly tradition have survived, has also been preserved by oral tradition, as have instructions on how to play the tra​ditional instruments. The themes of the songs and dances reflect on everyday life; they describe the seasons of the year and the cycles of existence, celebrate the dances of the young girls and the songs of the young men on the eve of weddings, and lament the loss of the Armenian homeland and the longing felt by its people in foreign parts.

“What riches in this destitute spot/ Music of the water, as fine as hair, a phenomenon / What is it at all? A thread? Mere sound? Who is gesturing to me?”, wrote the Russian poet Osip Mandelstam during a trip to Armenia in the 1930s. The mystical voice of the barren plateaux of Armenia is the duduk: the sound of a shepherd’s musical instrument, whose melodies recall the old stories of persecution, death and sur​vival, love and loss, parting and loneliness.

These feelings of inner turmoil and home​less, so characteristic of Armenian identity, seem to be mirrored in the traditional alter​nating strophic structure of Armenian music. How close is love to loss, sorrow to hope? Armenian music replies with two alternating forms: expansive, freely as​sociating melodies on a fundamental tone, and the characteristically fragmented, often interrupted, though simple melodies of the merry dances. The strict but varied rhythm is usually based on diminished chords, betraying both Byzantine and Persian in​fluences.

The duduk, a double reed woodwind in​strument similar in sound to a clarinet, has featured in the music of the cultures of the Caucasian region and Eastern Anatolia for 1,500 years. Made from the wood of apricot, walnut or pear trees, the cylindrical resonance chamber is usually played today by means of eight finger holes, plus two holes on the back of the instrument. The reed can be finely tuned with the help of a movable ring. The Armenian duduk is usually carved out of the wood of the apricot tree, that mythical fruit whose origins are said to be in the Armenian plateaux around Mount Ararat. The range of the duduk is only one octave. Its sound, formed mainly by the technique of over blowing, assumes a particularly warm and slightly murmurous quality in Armenian melodies, which are rich in semi-tones. A more recent form is the bass duduk, a development attributed to Djivan Gasparyan. The duduk is usually played together with a drum such as the dhol, or in an ensemble. This recording presents the most important traditional mode of playing the duduk. It is accompanied by another duduk and a bass-duduk, which are responsible for the drone (called dam), produced by circular breathing.

In folk songs and dances, the duduk carries the melody. It only became a stage instrument in the 1920s. The duduk is regarded as the voice of the Armenian soul. But it is not just an inseparable component of folk culture. Djivan Gasparyan proves that this former shepherd’s instrument is well able to interpret both the courtly music of the Middle Ages and the religious hymns of the old Christian liturgy of the Armenians. His interpretations, therefore, function not only to preserve the music, they also bear witness to its dynamism and continuous development.

For this particular recording, Djivan Gasparyan, whose concert tours and re​cordings familiarised the West with the unique character of the duduk in the 1980s, has selected both traditional folk songs and dances, and songs of the Armenian troubadours, the unusual ashugs of the seventeenth and eighteenth centuries.

Djivan Gasparyan was born in Solag in the Republic of Armenia in 1928 and began learning to play the duduk at the age of six. He completed his studies at the Komitas Conservatory in Yerevan, where he still teaches today. He is a soloist with the famous Tatool Altounian ensemble, has done concerts with the Yerevan Philhar​monic, the Kronos Quartet, and the Los Angeles Philharmonic. He received countless awards for his solo performances in the former Soviet Union. Currently, Djivan Gasparyan is particularly involved with a duduk ensemble with whom he aims to introduce young musicians in Armenia to traditional music.

THE TRACKS. 

1. Menag Jamport Em (I travel alone) once again emphasises the melancholic character of the Armenian  musical tradition. The duduk laments the sadness of having to leave the world, alone and tired.

2. Aravot Luso (The Light of the Morning) is a much loved and widely known church song and belongs to the Sharagan, the Armenian church’s main collection of liturgical music, whose repertoire has been passed on orally since the seventh century, and in its own notation system since the tenth century. The form of the Armenian liturgical song harks back to the psalms of the fifth century, which had already been translated into Armenian and used to be recited. The original hymn “Aravot Luso” is by the Armenian theologian, and later Catholic convert, Nerses Shnorhali (1102-1172). Djivan Gasparyan departs from the liturgical melody, interpreting the song in a more folkloric mode in the tradition of the ashug, so as to illustrate the close links between religious and secular music.

3. In Siro Husher – To Eva (In memory of love) Djivan Gasparyan improvises a dialogue between the song and duduk to illustrate the intimate bond between the human voice and the instrument. 

4. Ojakhum is a traditional love song attributed to Ashug Ashot. “Without you the house is empty and sad”, the old text says. The ashugs (from the Arabic ashiq, the lover) were bards whose poetry and music have their roots in the cultures of the Near East and the Caucasus region in the sixteenth and seventeenth centuries. The ashugs  were instrumentalists, composers, storytellers and singers, all in one. Their names were closely linked with individual songs and in this way have been preserved in oral tradition. In addition to the duduk they accompanied their songs on the three-stringed fiddle or kamantcha, the zither or kanun and the lute or tar. The Armenian ashugs sang not only in Armenian, but also included linguistic and melodic features borrowed from the surrounding Turkish, Persian, and Georgian cultures. In addition to love songs and poems proffering advice on everyday matters, the ashugs, who were influenced by the tradition of the early Armenian Kusans, had the task of narrating Armenian history. Their repertoire also included taghasatsner, folk variations on religious hymns. That the art of the ashugs is still alive today is demonstrated by the fact that “Ojakhum” was only composed in 1957.

5. Nazani (Don’t be so coy) is a traditional girls’ dance melody with a typical alternating strophic structure. Armenian dances are mostly round dances, whereby the dancers keep the upper part of their bodies rigid, unlike in oriental dances. The girls’ dances are characterised by symbolic gestures that underscore grace and beauty, to say nothing of pride.

6. In his interpretation of the two composi​tions by Komitas (1869-1935), Kele Kele and Haberban, Djivan Gasparyan attempts something highly unusual, given that the dynamics and melodies of the songs by Armenia’s most outstanding composer, musicologist, and teacher go far beyond the duduk’s musical scope. Yet his lucid playing of the duduk, his concentration on the simple melody line, is particularly appropriate for highlighting the strict tra​ditional form underlying the Komitas songs. Komitas, a priest who carried out the most important scholarly studies in existence to date of the religious and folk music of the Armenians, was deported during the systematic extermination of the Armenians in the Ottoman Empire in 1915/16 and is thought to have been one of the few sur​vivors. He was unable, however, to come to terms with the experience of persecution, deportation and death, and spent the years from 1919 until his death in 1935 in a mental asylum in Paris.

7. Havun Havun, concerning the resur​rection of Christ, was written by the re​nowned theologian, mystic, poet, and composer Grigor Naregazi (951-1003). In its sublime ascending melody line this allegorical medieval song, the text of which centres on the symbol of the bird, is actually reminiscent of bird-song.

8. Kele Lao is a traditional Armenian melody, to which lyrics were composed after the genocide of 1915. “Come, my son, let us return to our homeland (yergir) where even the stones cry for us”, the father says to his son, thus passing on the pain caused by the loss of their homeland and the images of yearning for what has been forever lost.

9. Dzakhord Orer Gukan U Kertan (Bad days come and go ... ) is by Ashug Djivani (otherwise, Serop Levonian, 1846-1909), perhaps the most famous of the modern ashugs. Whereas his texts dealt with themes from everyday social life, in his search for the highest possible degree of expressiveness Djivani employed an ex​tended melody line and a dynamism created with strict rhythms and contrasts. This piece is one of Djivani’s most well-known, and in this particular recording Gasparyan tries to interpret the song as authentically as possible.

10. Kanatsi Par is a merry traditional tune associated with the women of Karabakh. Typical features of the dance melodies of the Armenian mountain peasants are the taut and simple eight/eight rhythm and the alternating strophic form.

11. Djivan Gasparyan and his ensemble interpret well known Kokh – Songs & Dances from the Wedding Ceremony on the shawm or zurna, including the dance which the young men from Lori perform on the eve of the wedding. These melodies, played in a simple, authentic manner, only rarely express feelings of joy or excitement. Instead, melancholy and the sadness of parting and loss are what characterise the music played at a traditional Armenian wedding ceremony.

---  Mihran Dabag
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1. Armenian Suite

2. Kamantcha Blues

3. Armenian Romances

4. Lyric Melodies & Dances for Women

All tracks traditional except Eshkhemet (Sayat Nova), Mi sirt ounem (Sheram), Anoush Garoun (comp. Ghazarian).
Djivan Gasparyan: duduk, vocals, musical director

Armen Sargsyan: 2nd duduk 

Vazgen Saroyan: 3rd duduk 

Levon Arshakuni: 4th duduk 

Hrachik Mouradyan: kamantcha 

Hovanes Darbinyan: tar 

Alvard Mnatskanyan: kanon 

Gegham Harutunian: ud 

Arman Mnatskanyan: kamani 

Phogossian Arkadi: 1st dhol 

Ordoyan Ara: 2nd dhol
THE MUSICIANS AND THEIR INSTRUMENTS

Armenia's living legend Djivan Gasparyan was born in 1928 in Solag, near the capital. His father, also a duduk player, gave him his first lessons. By the age of six, he was so fascinated by the duduk players who ac​companied the silent movies in his local cinema that he would sneak in as often as he could, often without paying, just to listen to their music. The musicians took him under their wing and helped to train him, so that he soon became an accompanist (damkash) in an ensemble, playing the drone known as dam that is generated by circular breathing to accompany the duduk soloist. On this CD, Gasparyan is accompanied by three damkash, including a bass instrument he developed himself. As a young man, he was trained at the Komitas conservatory in Yerevan, where he himself went on to teach for thirty years. His national and international career brought him to the tables of Stalin, Krushchev and Breshnev. In 1959, together with 150 other Soviet musicians, he performed at the Hollywood Bowl for 20 nights. He won four gold medals in UNESCO competitions (1959, 1962, 1973 and 1980) and is the only musician to have been awarded the accolade "Artist of the Armenian People", His album "I Will Not Be Sad in this World", recorded for the Moscow based Melodiya label and released in the west in 1989, met with inter​national acclaim. British pop star Brain Eno described it as "without doubt one of he most beautiful and soulful recordings I have ever heard". Peter Gabriel, Lionel Ritchie and the Kronos Quartet were equally enthusiastic, and he has since worked with all these artists. As a composer and musician, he created the soundtracks for The Russia House, The Crow, The Siege and many other films. [...]

TRACKS

1. Armenian Suite links the following love songs: "Kucha-Kuchamanyeka" (I was Looking for You Everywhere), "Eshkhemet", "Sari Lala" (Mountain Girl), "Siretsi Yars taran" (They Took Away My Love), "Kaiii vour jan im" (As Long as I'm Alive, I'll Love You), "Vorkan Tsankatsa" (How Much I Wished), "Mi sirt ounem" (I've Got Only One Heart), "Akh Tamar" (Oh Tamar), "Anoush Garoun" (Nice Spring) and "Die Yaman". The suite form gives each musician room for improvisation. "Kucha-Kucha man yeka" tells of a despairing young man: "I wander through the streets looking for you, my love. I want so much to see you again, my love. I seek you everywhere, where are you, oh my love?" In the end, he finds his beloved and their happiness is complete. "Eshkhemet" is a composition by Sayat Nova, performed here on kanon. Sayat Nova was born in the Georgian capital of Tiflis (Tbilisi) in 1717 with the name Harountioun Sayatian. His father came from Aleppo and his mother from Tiflis (Tbilisi). At the age of twelve he commenced an apprenticeship as a weaver, by which time he had already learned to play the kamantcha and the long-necked lutes saz and tar. His poems and his fabled voice brought him to the court of the King of Georgia in 1750. Sayat Nova wrote in Armenian, Georgian and Azeri. He spent fif​teen years at the royal court, performing his poems of love, until he made the mistake of falling in love with the sister of King Heracles II, for which he was cast out ignominiously and heaped with shame. Sayat Nova reared to the monastery of Haghpad, where he was murdered in 1795 for his refusal to convert to slam. "Mi sirt ounem" was penned by Sheram, one of the great ashugs of the nineteenth century. The girl called Tamar in the song "Akh Tamar" was a great beauty. Each even​ing, she would sit on a high cliff by the sea, with a flaming torch in her hand to show her lover the way through the dark night. One evening she was not there, and the young man drowned in the waves. Legend has it that Tamar still sits there on the cliff, waiting for her lover. A statue at Sevan recalls the legend. "Anoush Garoun" is a contemporary compo​sition by Daniel Ghazarian. "Die Yaman" is a famous Armenian ballad with the text "We live close together, yet I miss you so much”.

2.   Kamantcha   Blues  consists  of "Mugham Chargia", an instrumental impro​visation on kamantcha, tar and duduk, and the purely instrumental performance of the song "Toghir heratsar, indz shoot moratsar" (You Forgot Me as Soon as You Left Me). Armenian music uses modi (mugham) similar to those of Azerbaijan, Turkey and Kurdistan. However, because of the genocide, Armenian musicologists have declined to adopt the Turkish nomenclature.

3. Armenian Romances is made up of popular love songs, in the manner of the first track. "Housher" (Memories), "Nayoumemim yars chka" (I Can't See My Sweetheart), "Lats merikjan" (Cry, Mother). Love songs make up the largest and most important body of work in Armenian folk music. They often describe a melancholy mood of grief and loss. Yet the melodies tend to transform grief into hope, through the warm tones of the duduk that is the plaintive and mystical voice of the barren plateaus between Caucasus and Taurus.

4. Lyrical Melodies and Dances for Women. This suite combines love songs with a melody of its own: "Olor Molor" (A Love Song), "Dsain ma hnchets" (I Heard a Voice), "Sareri hovi memem" (I Love the Shadows of the Mountains) "Sari aghchik" (Sweetheart from the Mountains) "Vay sarin, vai yarin" (Oh My Love) and "Artoutik" (Dance Melodies). In "Sareri hovin memem", the description of the mountain's shadows is in fact a metaphorical-reference to me singer's beloved. Armenians like to use allegories to describe beauty or graceful movement. The suite ends with a melody to which only women dance.

---- Jean Trouillet
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1.   My Home

2.   I don’t give a sigh in my life

3.   Brother hunter 

4.   You are ploughman 

5.   Call of herdsman 

6.   I have a word with prayer 

7.   That spring

8.   I am outcast by you

9.   Every morning 

10. Splendid spring 

11. Garden

12. Don’t ask me

13. Waiting 

14. Evening hour
 Дудук – это древний армянский язычковый духовой инструмент, изготовляемый из абрикосового дерева. Звук образуется от вибрации двух тростниковых пластиночек. На лицевой стороне инструмента есть семь звуковых отверстий и ещё одно – на оборотной стороне.

Светлым звучанием, бархатным тембром и эмоциональностью отличается этот любимый в народе духовой инструмент. В некоторых районах Армении его называют "най", что в переводе означает тростник. Отличительной чертой звучания дудука является лиричность. Дудук широко используется в оркестрах армянских народных инструментов. Его голос звучит и на свадьбах, и на застольях. В радости и горе дудук пользуется особой любовью и уважением в народе.

Обычно выступают два дудукиста. Один – солист, он играет мелодию песни или танца, а другой – дамкаш. "Дам" в переводе означает дыхание, подпевание, в восточной музыке – "созвучность мелодии." Дамкаш, используя особый способ беспрерывного звукоизвлечения, обеспечивает специфическое остинатное звучание главных ступеней лада, создавая своеобразный колористический фон солисту-дудукисту или певцу. Возникает неповторимое ощущение покоя, умиротворенности, высокого духовного начала. Для исполнения танцевальной музыки к дудукам присоединяется ударный инструмент доол.

В числе лучших дудукистов Армении: Дживан Гаспарян (№ 1-5), Мкртыч Малхасян (№ 6-9) и Сергей Карапетян (№ 10-14). Они исполняют народные и гусанские песни, а также произведения армянских композиторов.
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Richard A. Hagopian [‘ud, voc]; Harold G. Hagopian [kanun, violin]; Hagop Jack Zarzatian [dumbeg].

  Richard Hagopian is a virtuoso on the ‘ud, principal instrument of Armenian, Turkish and Arabic musical traditions. Recipient of a National Heritage Award in 1986, Hagopian includes in his repertory both Armenian classical and folk styles. The ‘ud has been a called the “queen of Near Eastern instruments”. Known as the grandfather of the baroque lute, the pear-shaped instrument is fretless and tuned in fourths.

  Armenians acquired reputations as rug merchants from the many involved in the Persian silk industry. Music was no exception; strong musical traditions developed within the Anatolian and Caucasian regions. Thus, from Istanbul to Tbilisi, Armenians produced music with a wide degree of diversity, the three main forms being liturgical music, folk music and various classical styles. Armenian liturgical music developed out of earlier, pre-Christian ritual. After the state-wide conversion to Christianity around A.D. 301, many pagan chants were retained with superimposed Christian texts. Armenian folk music borrows from the elaborate modal system established by the church. There are several styles of secular music, and each region has its own indigenous songs and dances. Gomidas Vartabed (1869-1935) spent much of his life collecting and notating many of them. He divided folk music into five categories: plowing and threshing songs of the peasant; epic songs; songs of village life; love songs; and dance tunes.

  The ‘ud (a lute), kanun (a zither) and dumbeg (a drum) are musical instruments commonly used throughout the Middle East. Though their exact origin is not known, Armenians adopted them long ago, developing a distinct nationalistic style. Several writers, historians and artists recorded information about Armenian music as it was encountered in everyday life. Recent excavations near the ancient Armenian temple at Garni revealed stone carvings dated as early as the first century B.C. depicting minstrels with the kanun, various lute-type instruments (including the saz), reed instruments, horns and a host of percussive instruments. Krikor Narekatsi, the tenth-century philosopher, mentions the use of the violin in his writings. Foreign travelers frequently reflected upon Armenian’s musical traditions. The tenth-century Arab historian, Abu Dulaf, noted: “Their voices while studying the gospel and the rhythm of their tunes is more pleasant and clearer than the voices of other Christian doctrines. Their singing is more disposed to the crying of the aggrieved, inclines by their nature to grief and moaning, than the wailing of Arabs over graves, and their spiritual melodies are more pleasant to the ear of a sensible and susceptible man, since both joy and happiness spring from their singing repetitions. And it is said that the pitch of their singing to string accompaniment is pleasant and true.”  Perhaps the clearest references we have are within the illuminated manuscripts. One of the oldest musical representations is found in a manuscript from A.D. 1211 that depicts a man holding an ‘ud. The kanun, too, must have been one of the most popular medieval Armenian instruments; it appears on more than one hundred reliefs. These instruments, among others, were used throughout the region to accompany Armenians in their musical endeavors. Music seems to have been an integral part of medieval Armenian culture. So popular were musicians that in a list of most important trades, they occupied second place. Traditional festivals and both religious and domestic ceremonies were always accompanied by music and singing. Armenians have specific songs to accompany every occasion — songs for toasting, songs of harvest time, summer and plowing. Each ceremony of festival is associated with a traditional tune. It is the many songs about Armenian wine made from the grapes of Ararat’s valleys. Eastern Armenians especially are known for their extravagant toasting ceremonies. ‘Seghane e arad’ (‘the table is bountiful’) (track 13) is a toasting song. Its melody is one of the oldest and most popular traditions giving thanks to Mother Earth for Ararat’s rich soils. Love songs were the most common genre. Armenian troubadours, called ‘gusans’, like Persian ‘ashiks’, frequently sang about current events or about love. [...]

	ДЕТИ PICASSO
	Ethnic Experiments
	2004
	54:43
	Armenia

folk-rock

Gaya Arutyunyan - vocal, back vocal

Karen Arutyunyan - el guitar, guitar bow, folk guitar, acoustic guitar,

 voices, duduk, zurna, metallophone, trumpet, salamouri, back vocal.

Vadim Kuznetsov - cello, bongs, shaker, tambourin

Bogdan Bobrov - drums

Alexey Flippik - bass guitar (10)

Georgiy Avanesjan - bass guitar, double bass

Sergey Nebolsin - bongs, cowbell

Pavel Deshura - folk guitar, classic guitar

Timur Sharipov - trombone

Anton Kanchukov - clarinet

Andrey Zverev - back vocal

Jury Pasternakov - back vocal

Nikolay Feoktistov - back vocal

Experimenter's Morning

Hachcturjan's Mohawk

Ai, Nina

Ninare

Sona Yar (version 2)

Shut Mi Antsekh

Ala Le Djan

Ai, Lele Yar

Of, Sirun, Sirun

Merik

Under the Apple Tree

Apricot Tree (part 2)

Keep Quiet!

	HEYVA GÜLÜ
	Dances and Ashug melodies from Nakhichevan
	1994
	51:29
	performed by the ensemble DEDE GORGUD: 

Iman Guliyev – tulum-zurna, zurna, balaban, tutek

Latif Guliyev -- zurna, balaban, tutek

Nizami Isayev – nagara, toy,  gosha-nagara

rec. in Canada, 1992.

All tracks – traditional repertoire, except #7a – composed by Iman Guliyev.


SCANDINAVIA,  BALTIA

with GREENLAND and ICELAND

	HEDNINGARNA
	Hedningarna
	1993
	42:26
	label: Alice (Sweden)

"...making a whole new category of European music, a fiery come-together of ideas whose time has yet to come; as for example once rhythm and blues..." – Folk Roots
Bjorn Tollin [frame drum, string drum-hurdy-gurdy, 3-stringed keyed fiddle]; Anders Stake [fiddle, Hardanger fiddle, 3-stringed keyed fiddle, Swedish bagpipe, bowed harp, jew’s harp, wooden flute, bass willow pipe (made of PVC)]; Hallbus Totte Mattsson [lute, baroque guitar, hurdy-gurdy].

Traditional music, arranged by Hedningarna.

	HEDNINGARNA
	Tra
	1994
	47:38
	label: Silence Records (Sweden)

[about Tra] "...the self-contained energy of a dynamo rowing up to optimum, ecstatic speed, precise but exhilarating, like an initiation into a divine order." – Melody Maker
Hallbus Totte Mattsson [luta, mandora, mora-oud, lira, sang]; Bjorn Tollin [tamburin, trummor, slagverk, slagira, fogsvans, sang]; Anders Stake [hardingfela, fiol, Svensk sackpipa, strakharpa, moraharpa, salgflojt, basmoraharpa, mungiga, sang]; Sanna Kurki-Suonio [bastrumma, sang och rost]; Tellu Paulasto [basmoharpa, fioler, sang och rost].

Traditional texts & music, arranged by Hedningarna.

	HEDNINGARNA
	Hippjokk
	1997
	54:25
	label: Silence

"One of the year's best European folk albums." – Q (1997)
• ANDERS STAKE Moraharpor (Keyed fiddles), Fioler (Violins), Mungiga (Jew's harp), Salgflojter (Willow flutes), Traflojter (Wooden flutes), Svensk sackpipa (Swedish bagpipe), Souna, Jinghu, Gong, Sang (Vocal).

• HALLBUS TOTTE MATTSSON  Mandora, Moraoud, Oragspel (Accor​dion), Hummel (Swedish Dulcimer), Sang (Vocal).

• BJORN TOLLIN Tamburin (Tambourine), Slagbordun (Dance Stringdrum), Basmandora, Rytminstrument (Percussion).

GUEST MUSICIANS: WIMME SAARI: JOJK [2, 5, 11]; ULF “ROCKIS” IVARSSON: BASMANOORA [2, 10, 11]; JOHAN LILJEMARK: DIDGERIDOO [3, 5, 11]; KNUT REIERSRUD: ELGITAR (ELECTRIC GUITAR) [10]; OLA BACKSTROM: FIOL (VIOLIN) [3].

	HEDNINGARNA
	Karelia Visa
	1999
	40:56
	label: Silence Records (Sweden). www.cabal.se/silence/hedningarna 

"Karelia Visa pays tribute to a forgotten culture, bringing its traditional music alive with energy & excellence." – Rhythm
Considered the leaders of the 90s Nordic roots revival, Hedningarna (hed'-ning-ar-nah) consist of a core trio of brilliant Swedish musicians (composers / instrument makers / musicologists...) and two Finnish female   vocalists who helped forge the band's early success with “Kaksi!” and “Tra”. The result is multi-genre and pan-Nordic.

Their latest, “Karelia Visa”, is inspired by their travels to the formerly Finnish region Karelia (now part of Russia) in search of ancient culture.
Sanna Kurki-Suonio, Anita Lehtola [v]; Anders Norudde [fiddles, keyed fiddles, bowed harp, Swedish bagpipe, fl]; Hallbus Totte Mattsson [mandora, lute, bummel, Moraoud, lira (hurdy-gurdy), accordion]; Bjorn Tollin [tambourine, perc, slagbordun, hummel, basmandora, sampling]; + guests: Ulf ‘Rockis’ Ivarsson [basmandora, druga, sampling]; Johan Liljemark [didgeridoo].

Karelia is a general designation for the area on each side of the common border between Finland and Russia. The western part of Karelia still belongs to Finland, but during the war in 1945 Finland lost a great part of it, the so called Ladoga Karelia and the Karelian isth​mus. More than 400,000 inhabitants lost their homes and were evacuated as refugees to other parts of Finland. The lost parts were in​corporated into the Russian Karelia, which by 1920 had already become one of the republics in the Soviet Union. Nowadays only 10% of the ethnic Karelian population remains in Russian Karelia. The Karelians are one of the seven Finnish Baltic Sea people. The others are the Finns, the Estonians, the Votes, the Ingermanlands, the Veps and the Lifelanders. The Finnish, Karelian and Ingermanlandic languages are so closely related that they can be considered dialects of the same language.

The archaic culture of the runosong was kept alive for hundreds of years where people spoke the Baltic Sea Finnish languages. But in the Seventeenth Century the old song tradition started to change towards the Western European tradition of ryhming couplets. The old tradi​tion of runosong was best preserved in Karelia as well as in Russian Karelia. It was from this area Elias Lonnrot gathered the best songs to create the epic "Kalevala" in 1835, which later became the national epic of Finland. The influence of the Kalevala had great signifi​cation for building an identity for the Finnish people over the last century. Karelia became a critical factor in this process.

“Over the years we have encountered the runosong throught old wax recordings and books, and with that knowledge we have freely interpreted it on our own terms. Now we wanted to move beyond this, into the core and the source of the tradition. Thanks to newly opened borders, hospitality and a great help from organisations and individuals, it was possible for us to meet with the remnant of the people who have preserved this ancient art through the centuries. We came home filled with strong pictures and feelings about life in general and about Karelia in particular. We hope that this Finnish minority will survive their difficult situation, and carry on the traditions for future generations.” --- Hedningarna.

	(HEDNINGARNA)
	Anders NORUDDE:

“Kan Själv!” (Himself)
	2000
	70:31
	label: Drone Music / North Side (Minneapolis, USA)

To learn more about cool and interesting Nordic music, visit us online at  www.noside.com  e-mail: chill@noside.com 

Beyond his work as a founding member of HEDNINGARNA, Anders is well-known throughout the Nordic folk movement as a talented multi-instrumentalist and composer. On this, his first solo recording, Anders explores both traditional and original tunes on fiddle, bagpipe, moraharpa, and flutes.

Anders Norudde turned up like a breath of fresh air in the mid-1980s. He is not from a family of fiddlers, nor from an area with any strong folk music tradition, but it was clear from the start that he was a dynamic musician who did things his own way.

Old instruments have always fascinated Anders. His burning curiosity drove him to research and develop the possibilities offered by the Swedish bagpipe and the Moraharpa, the oldest preserved form of the nyckelharpa. Anders was also a pioneer in writing new music for old instruments. The music from his native region of east Varmland and Narke in Sweden was a strong source of inspiration and this repertoire has followed him ever since.

In 1987-88 he was involved in the drama project "Den Stora Vreden" ("The Big Wrath") at the Popular Theatre in Gavle, helping to create a new form of drama using music inspired by the tradition. The production successfully broke new ground, leading the way for many others. Also involved in the project were Bjorn Tollin and Hallbus Totte Mattsson, and the three of them started the group Hedningarna.

Hedningarna made their big breakthrough in the early 1990s. Combining ancient sounds and instruments with an innovative attitude and modern arrangements, Hedningarna attracted a newer and younger audience to Swedish folk music. Never before had a folk group managed to enter the pop charts and draw capacity audiences to rock clubs. Hedningarna have also made an international impact, with many memorable appearances at festivals all over the world.

As a soloist, however, Anders is relatively unknown. Many have been captivated by his virtuosity as a multi-instrumentalist and by his ability to write good tunes. It therefore gives me great pleasure to be able to present Anders' first solo album. This is a project in which Anders has made music on his own terms and here we hear him play both old tunes and new compositions.

"Kan Sjalv!" (Himself) is a musical portrait of one of the great traditional musicians of our time.

--- Olle Paulsson
1. RAMMEN

Quarter-tone tuned bagpipe, fiddles.

My version of "Nas brudmarsch” and “Halling after Olof Karlsson,” Rammen, Eastern Varmland.

2. BLASTRATTLATEN – WIND-STUFFED TUNE

Bagpipe/bouzouki.

I learned this tune at the Peking Opera School in 1987. Several actors, Totte from Hedningarna and I were on an educational trip to prepare for the Gavle Folk Theater's play “The Big Wrath”. I took lessons on the two-stringed "bamboo violin" and Chinese shawm. With a throbbing earache, I blew as hard as I could on the shawm and got the tune in my head. The trip home was a horrendous experience with many stop-overs. With either vacuum or high pressure, my ear made me scream in pain. The tune came out at the Southern Hospital in Stockholm after the doctor poked a hole in my eardrum. It is supposed to be from Northern China.

3. VARM OCH UTE – WARM AND OUT 

Moraharpa.

Much better than being "cool" and "in". I have even added a bit of

“Dalisens Polska" at the end. Per Gustaf Florell i Nas (born in

Hjulsjo) called it "Four Man's Polska". (Composed by Anders Norudde.)

4. MARTH 1 / NORRA HUNNA

Fiddle

Two polskas with the same source. Henrik Henriksson Marth lived north of Filipstad. J.E. Karlsson lived in Norra Hunna, north of Askersund.

5. MARTH 2 

Fiddle

See Marth 1

6. DIGERPOLSKAN – BULKY POLSKA

Tourist flute/guitar

Polska by Goran "Freddy" Fredriksson. Freddy is a phenomenal composer. When we experimented to see which flute sounded best, it turned out to be the cheesy tourist bamboo flute stamped "Made in India".

7. GUCKU POLSKA

Bagpipe.

Played in Nas by the Gucku boys on bagpipe and fiddle. "They blew in the sacks until they got red in the eyes, and they sure didn’t look skinny, no they didn't," commented an old lady who heard them. The last area for the Swedish bagpipe was in western Dalarna.

8. SAFSNAS

Bagpipe.

Polska after Viktor Gustavsson. Also known as a skier in the 1920's. He was supposed to have had a chanter

from a bagpipe to play on.

9. TOMGANGLAT

Bagpipe.

Ganglat after Nergards Lars, or Bjornskytten, as he was called. He was a bagpipe player and bear hunter known in Leksand and Western Dalarna.

10. SVARLATEN – HARD TUNE

Bagpipe/guitar

Hence the name. (Composed by Anders Norudde.)

11. HAMBORGAR

Willow flutes.

After Per Berge, Voss, Norway. I learned it from Anon Egeland, but on the fiddle.

12. TVILLINGVALSEN – TWIN WALTZ

Moraharpa.

Dedicated to my children John and Hedda, born in 1996. (Composed by Anders Norudde.)

13. LOMJANS

Moraharpa.

Polska after Lomjansguten, approximately as the fiddler Anders Rosen played it in the beginning of the 70's. Everyone has their idols!

14. HALLING FRAN OCH TILL – HALLING FROM AND TO

Fiddle.

My own version of a Norwegian/Varmland halling.

15. POLSKA UR TVATTSTUGA – POLSKA FROM THE LAUNDRY ROOM 

Fiddle

Some rooms give big inspiration. (Composed by Anders Norudde.)

16. FU-OSCHOTTIS

Bagpipe / hurdy gurdy.

Formerly polska after Pal Karl, Alvdalen. I learned the polska from Hallbus Totte Mattsson. (Composed by Anders Norudde).

17. BREDAL

Bagpipe/bouzouki.

Polska after Nils Bernhard Ljunggren, Markaryd.

18. SUR SIGFRID – SOUR SIGFRID

Quarter-tone tuned bagpipe.

My own version of a polska after Sigfrid Fridman, Norra Rada. He got it from his uncle Carl-Johan Bjorklund. Sour is the taste of the quarter-tones.

19. KJK

Willow flute.

Polska after Karl-Johan Karlsson, Forshyttan, Easlern Varmland. I have learned the tune from Lennart Gybrant, Filipstad. Karl-Johan was recorded by his sons in the 1950’s.

20. BRONTE COOL

Moraharpa.

Polska after Bronte Kull, Skillingmark, Varmland.

21. SKRAP OLLAS POLSKA

Fiddle.

After Karl Fahlstrom, or "Glysen" as he was called. He wandered around the mountains near Kariskoga-Grythyttan and repaired clocks. Skrap Ollas lived in Kopparber 200 years ago. The artist Wilhelm Bergewing wrote down the tune in Vastgotetorp, Loka in 1910. "I’ll tear it to pieces" was Glysen's remark at the time. The G-string is tuned down to D according to the notation.

22. LIVETS FASTEMO – LIFE'S BETROTHED

Fiddle.

Polska after "Glysen." He got the tune from Fritter Petters Lundstedt, Mardshyttan, Lindesberg.

23. GLANSHAMMARSVITEN – GLANSHAMMAR SUITE

Fiddle.

Two "travare" from notebooks belonging to 19th century fiddlers from the Glanshammar district. Travare was the name for 16th note polskas in Narke.

24. PENTAPOLSKA

Bagpipe/bouzouki.

By Goran "Freddy" Fredriksson. One of the polskas especially composed by Freddy for the bagpipe.

25. NORRA FINNSKOGEN – NORTHERN FINNISH WOODS

Bagpipe.

Polska after Jon Andersson, Aspberget, Northern Finnish Woods, Varmland. There are different areas in the Swedish woods where Finns immigrated 400-500 years ago. A real "play along" tune for the bagpipe. You get the highest note (F), by squeezing a little harder on the bag.

26. SURA RADA – SOUR RADA

Quarter-tone tuned bagpipe, fiddle.

Old bagpipe tune that was played in Northern Varmland.

INSTRUMENTS:

Low-tuned Fiddle 

Swedish Bagpipe 

Various Flutes 

Moraharpa (three stringed keyed fiddle, copied from an original instrument from 1526). 

Goran "Freddy" Fredriksson plays guitar and bouzouki.

Recorded and mixed at Silence Studio, Koppom, September & October 1999.

Producer: Anders Norudde

	Wimme SAARI
	Wimme
	1997
	49:43
	Wimme SAARI  (и музыкантов с этого диска) - см. тж. c: RINNERADIO (ниже)

ambient-folk

label: Rockadillo (Finland) 1995 / East Side (USA) www.noside.com 

"Wimme" is the debut album by Wimme Saari, a modern jojk (or yoik) singer from Finnish Samiland. Jojk is an ancient Sami vocal tradition which sounds similar to Native American chant. On this 1995 recording, Wimme is accompanied by members of the Finnish techno-ambient band RinneRadio. With its electronic setting, Wimme presents a unique blend of ancient chant techniques in a modern context. Play loud.

jojk (vocals): Wimme

keyboards and programming: Jari Kokkonen, Pauli Saastamoinen
keyboards: Kajasto, Tapani Rinne

bass clarinet and whistles: Tapani Rinne

guitar: Matti Wallenius

1 Duoldi aja 4:55 Boiling Spring


Wimme, Tapani Rinne, Pauli Saastamoinen

2 Alit guoldu 4:17 Blue Drift
Wimme, Tapani Rinne, Pauli Saastamoinen

3 Bajan riegada 5:20 Thunder Is Born

Wimme, Tapani Rinne, Jari Kokkonen

4 Lodderaidaras 5:14 Milky Way

Wimme, Tapani Rinne, Jari Kokkonen, Pauli Saastamoinen

5 Jusse-vilba 2:05 Cousin Jusse

Wimme, Tapani Rinne

6 Boaimmas 5:35 Rough-legged Buzzard

Wimme, Tapani Rinne, Jari Kokkonen

7 Dievas mannu 4:19 Full Moon
Wimme, Tapani Rinne

8 Domna 2:05 Domna

Wimme, Tapani Rinne

9 Bieggajorri 4:04 Weathervane

Wimme, Tapani Rinne, Jari Kokkonen, Pauli Saastamoinen, Kajasto

10 Mierka 4:15 Fog

Wimme, Tapani Rinne, Jari Kokkonen, Kajasto

11 Iditidja 5:17 5 AM
Wimme, Tapani Rinne, Jari Kokkonen

12 Albamai 2:06 Strong

Wimme, Tapani Rinne, Kajasto

	RINNERADIO
	Joik
	2001
	54:52
	Удалой финский acid-free-jazz + с добавлением этники (финской, дремучей), но есть и типа Molvaer'а, и даже нечто минималистическое – ну просто отвязались ребята куда только могли. Но дело не в этом: всё сделано супер-здорово. Развлекает на все сто. Настоятельно рекомендуем.

label: AANI (Finland)

Tapani Rinne – saxes, clarinets

Wimme Saari (см. тж. выше; + музыкантов с этого диска) – vocal
Kajasto – keys, progs, perc.

Jari Kokkonen – bass, keys

+ guests

	VÄRTTINÄ
	Black Bird
	1989
	40:26
	label: Finlandia Records, Innovator Series, 1998 (Warner Music Finland Oy)

Musta Lindu (Black Bird):

1. Sorja poika (Pretty Boy) (trad., arr. Sari Kaasinen) (2.59)

2. MuSta lindu (Black Bird) (trad., arr. Sari Kaasinen) (3.03)

3. Itku (Weep) (Sari Kaasinen) (5.14)

4. Ui Ui (Oh...) (trad., arr. Sari Kaasinen) (2.37)

5. Tast' se lahti toinen tahti (The Second Beat) (5.01) (trad., arr. Sari Kaasinen)

6. Vot i kaalina (trad., arr. Sari Kaasinen) (1.47)

7. Kadrilli (Quadrille) (trad., arr. Sari Kaasinen) (3.06)

8. Ammat (Old Wives) (trad., arr. Sari Kaasinen) (2.32)

9. Kyla vuotti uutta kuuta (Waiting For The New Moon) (trad., arr. Sari Kaasinen) (4.57)

10. Loitsu (Spell) (Varttina Boys) (0.58)

11. Ruskie neitsyt (Brown-haired maiden) (trad., arr. Sari Kaasinen) (2.21)

12. Ruskoi reggae (trad., arr. Sari Kaasinen) (3.17)

13. Ankaralaisen turistin maahanpanopolkka (Funeral polka of an Ankaran tourist) (trad., arr. Sari Kaasinen) (2.13)

The Varttina story is long and fascinating one, going way back to 1983 in the tiny Karelian village of Kaakkyla in eastern Finland. Sisters Sari and Man Kaasinen, with guidance and encouragement from their mother Pirkko, gathered together a small group of young village girls to recite and sing Karelian poetry and songs, with accompaniment from the Finnish zither – like instrument called kantele. News of the group spread quickly throughout the village and many other youngsters were eager to join, which they did, including a few young lads. Before you could say "Tabernaakkelikuoro", the once cozy group had mushroomed to a hefty twenty-one members with fifteen singers and an expanded instrumental section, including acoustic guitar, accordions, saxophone, fiddles and whistle. Size alone was reason enough to attract attention but musical concept and style were also key factors in creating a healthy buzz for Varttina and it wasn't long before the massive troupe found themselves performing around Finland, awakening the countryfolk to the depth and joy of Karelian tradition and gaining more and more interest, fans and momentum. The first major turning point came in 1987 with the band's appearance at the Kaustinen Folk Music festival and the release of their first album, (reissued on Finlandia's Innovator Series in 1997). It was in 1989, that the same Varttina line-up released their second album, Musta Lindu (Black Bird), now also re-released on the Innovator Series.
What was significant about Varttina, then as now, was the spirit of adventure, of breaking new ground. Those first two albums were quite daring for their day, at least relative to the Finnish folk music scene as it existed then. Traditional Karelian songs and poems were arranged and performed in un-characteristically, and heretofore unheard of, robust manner, with subtle yet provocative musical experimentation. The band made some noise, lots of it, and it captivated all who were fortunate enough to cross it's path.
Black Bird is a definite progression from its predecessor, primarily in terms of arrangements. It's slightly more sophis​ticated yet equally, if not more, charming. One highlight is the early version of the traditional Karelian wedding song, Kyla vuotti uutta kuuta, which later appeared on Varttina's Seleniko album and remains to this day a classic Varttina stage favourite.
It was just two years after original release of Musta Lindu that Varttina experienced its second major change as the band drastically downsized to a ten-piece, shifted gears to a more pop/rock stance and went on to capture the heart of the Finnish nation with the platinum selling Oi Dai album. International interest and work came quickly with foreign performances, tours, exports, licence and recording deals and heaps of publicity, mostly raves.
The Varttina story continues to the present, as a ten-piece band, with original group members Man Kaasinen, Kirsi Kahkonen and Janne Lappalainen, a new recording deal with the Chieftains' leader Paddy Moloney's Wicklow Recordings label and a new 1998 album Vihma (см.). Varttina's founder member, Sari Kaasinen, left the band in 1996, worked with the Sirmakka group and now has her first solo project out on Warner's Innovator Series, tided Emo.
After over a decade of changes and dramatic artistic growth within Varttina, and as worldwide styles and tastes develop so rapidly and radically, the connection between the Varttina of old and the Varttina of new becomes less and less obvious. Nevertheless, Black Bird holds up today as a fascinating document of the formative years of a revolutionary group that continues to evolve musically, win over thousands of fans worldwide and achieve what no other Finnish folk music band has ever achieved.
Phillip Page, June 1998

	VÄRTTINÄ
	Aitara
	1995
	39:40
	Varttina – см. тж. с Hector ZAZOU

label: Green Linnet – Xenophile (USA); file under World/FINLAND
Arranged traditional Finnish songs, performed by Varttina: S. Kaasinen; J. Lappalainen; P. Lehti; K. Reiman; A. Varilo; R. Potinoja.

"...what's front and center here is a female vocal quartet whose spine-tingling harmonies simultaneously bring to mind Les Voix Des Bulgares and ABBA... at slow tempos or bright, Varttina makes a truly glorious sound..." – Musician
"...haunting, plaintive vocals and a shimmering version  of 'Silent Night' performed on the kantele..." – Washington Post
Katariina

Maama (Mother)

Mie Tahon Tanssia (I Want To Dance)

Tammi (The Oak)

Pirsta (Silver)

Outona Omilla Mailla (A Stranger In My Own Land)

Travuska

Yotulet (The Night Fire)

Kannunkaataja (The Tippler)

Aitara

Kyla Vuotti Uutta Kuuta (The Willage Awaits The New Moon)*

Varttina (vehr’-teh-neh) began in the southeastern region of Finland, as the project of singers and kantele players Sari and Mari Kaasinen (kah'-sin-nen). They burst upon the world music scene in 1992, a seasoned band fronted by five effervescent young women bursting with vocal energy, backed by an acoustic band drawn from the top players in Finland's roots and rock scenes.

Throughout the 90s, they've been developing their sound to combine Finnish traditions with original material, while retaining the stunning female vocal arrangements that are their trademark.

	VÄRTTINÄ
	Vihma
	1998
	47:18
	label: Wicklow Entertainment LLC / RCA

Rec. 1998; Produced by J. Haavisto, Richard Horowitz, Paddy Moloney.

VARTTINA:

SUSAN AHO vocals, 5-row accordion 

MARI KAASINEN vocals    

KIRSI KAHKONEN vocals
JANNE LAPPALAINEN bouzouki, kaval, torupill, tenor & soprano saxophones
PEKKA LEHTI double bass
KARI REIMAN fiddle, 10-strmg kantele, berimbau
SIRPA REIMAN vocals
MARKO TIMONEN drums, percussion
ANTTO VARILO acoustic 6 & 12-string guitars, tenor banjo, cumbus tanbur, 10-string kantele
plus *Albert Kuvezin and Aldyn-ool Sevek of Yat-Kha – Tuvan throat-singing

1. Vihma (K. Reiman-S. Reiman/Trad.) 4:04

2. Tielle Heitetty (K. Reiman – S. Reiman) 2:56

3. Emoton (K. Reiman – S. Reiman) 3:32

4. Paivan Nousu Nostajani (A. Varilo – S. Reiman) 3:42
5. Laulutytto (K. Reiman – S. Reiman) 3:32

6. Uskottu ei Uupuvani 5:05
(A. Varilo—M. Kaasinen; string arrangement: Timo Alakotila) with Arto Jarvela, Mauno Jarvela, Matti Makela (JPP string section), strings; Albert Kuvezin and Aldyn-ool Sevek (of Yat-Kha), Tuvan throat-singing

7. Maa ei Kerro (J. Lappalainen – S. Reiman) 3:01 with Richard Horowitz, keyboards

8. Kylan Kavija U. Lappalainen – K. Kahkonen) 4:01 with Petri Prauda, Jew's harp

9. Mieleni Alenevi (K. Reiman – S. Reiman) 2:57 with Albert Kuvezin and Aldyn-ool Sevek, Tuvan throat-singing

10. Neitonen (J. Lappalainen-K. Kahkonen) 2:55

11. Aamu (J. Lappalainen—K. Kahkonen) 4:40

12. Kauan Kulkenut (A. Varilo – S. Reiman) 3:19
13. Vihmax (Vihma remix) 3:32 with Albert Kuvezin and Aldyn-ool Sevek, Tuvan throat-singing; Richard Horowitz, keyboards, ney flute

	LULUDŽAKO DROM
	Suomen Romanien Lauluja Eilen Ja Tänäan
	1996
	64:58
	promo copy
Финские цыгане; чистая этника. Эмоциональность северных народов – скорее интровертная, чем экспрессивная; интересно, как адаптировали такой вариант цыгане (поют на финском).

1. Ma rour mo gamlo dad – Valdemar Lieneman

2. Tyttoja vietiin Hameenlinnaan

3. Kun mikahan se lienee

4. On tytto niin armas

5. Se oli sateinen sunnuntai – Aino Nikkinen

6. Ja hevosen ja pulukan – Eemil Nyman

7. Sillaviisitoista virstaa

8. Voi minum hyvaa hevosta – Armas Nyman

9. Viipurista hevonen on ostettu

10. Illan hilijaisuudessa

11. Suuret on surujen pelot – Hilja Gronfors

12. Ruohomaen rinteella

13. Myrtinoksa – Paivi Arling

14. Rakkauden Kuolessa

15. Eran minum varsani – Henry Nyman

	SUÈDE – NORVÈGE

(SWEDEN – NORWAY)
	Music des Vallees Scandinaves

(Music of the Scandinavian Valleys)
	1993
	74:01
	label: Harmonia Mundi / Ocora (Paris)

Lena Willemark [voix et violon]; Ale Moller [mandole et flutes]; Kirsten Braten-Berg [voix et guimbarde]; Per Gudmundson [violon et cornemuse]; Gunnar Stubseid [hardingfele].

Lena  WILLEMARK &  Ale MOLLER – см. тж. ниже; тж. с ENTELI

Music of the Scandinavian Valleys.

A communication artery, and thus a place of commercial and cultural exchange, the valley (dal in Swedish and Norwegian) plays an important part in the life of Scandinavian countries. On the other hand, it is also a confined area where local dialects are developped and expressed, as much through speech as through music, in an original manner.

Be they from Dalarna (The Valleys) or from Setesdal, from Harjedalen or from Alvdalen (The River Valley), the melodies on this recording bear a family resemblance, a "Norse" atmosphere, while they also have subtle differences due to the differing musical dialects of Western Sweden and Norway.

In traditional Scandinavian society, all occasions were a pretext for musical expression, intrinsically linked to the rural life-style: weddings, funerals, the long Winter nights spent together, the moving of flocks to new pastures, etc. The music of the fabodar, those outposts far from the villages where the women and young girls would shepherd flocks for the whole Summer season, evokes the loneliness of being far from one's loved one and the tiring work from dawn to dusk, or was sometimes a means of communicating whith other nearby fabodar. In Winter, during the long, cold Scandinavian nights when people came together to do different tasks, often someone would sing. The texts of these songs date sometimes from the Middle Ages and often tell of unhappy loves, of extraordinary, magical events, supernatural disasters, etc.

In Norway, one finds short poems about daily life. Most often in quatrain form, they are set to music and are the starting-point for more complex melodies. These are the stev or stav.

The spelman (the musician), a figure of importance in the peasant community, was generally called upon for weddings, but also for other important ceremonies. He would lead processions, compose and perform songs to treat his hosts, and of course, would get everyone dancing.

On the Swedish side and here and there along the Norwegian border, the main dance was the polska, danced in couples in an occasionally irregular three, or variations of the polska, like the springlek, characteristic of the border regions West of Sweden. In Norway, dances are freer and give rise occasionally to exuberant improvisations. This is the case of the halling, danced exclusively by men in a demonstration of their know-how, and of the gangar, danced in couples.

At the turn of the century, new dances from the Continent began to be fashionable in Scandinavia. Quadrilles, waltzes, polkas and scottishes, all this "moderne" music is opposed to “Bygdemusik” traditional music. More harmonic, more "Bavarian" too in the way it is performed, the former is not very popular with lovers of traditional music. Only really the waltz and the Scottish are danced as traditional “Bygdedans”.
The instruments.

The violin is without doubt the most commonly used instrument in traditional Scandinavian music. From North to South, from East to West, it is found everywhere in its classical form but other local forms also exist that are very hardy, original and interesting The hardingfele, the Norwegian violin, is one of these. A highly decorated violin its characteristics are a very flat bridge allowing several strings to vibrate at once, four extra strings in unison with the played ones for extra vibration, and a tuning adapted to each piece.

The Swedish bagpipes, with almost disappeared with the death of the last traditional piper (1947), is today undergoing a revival. Per Gudmundson is directly behind this. His research has led him to a reconstruction of the instrument based on iconographical documents, museum pieces, and instruments still used in the Baltic islands. The instrument is of an East-European type, with a simple reed and cylindrical aperture, equipped with a drone, and where the fingers are positioned on the oboe is hollowed out.

Several tupes of flute exist in Scandinavia, of which the flutes used in this recording are the most interesting. The spelpipa, a flute with eight apertures along the top comes from the West of Dalarna and from Varmland. The harjedalpipa is a popular sort of recorder from Harjedalen. The salgflojt, the willow flute, is a harmonic flute: without any apertures for the fingers, it is played by varying breath intensity and alternately opening and closing the extremity of the pipe.

The Jew's harp, an instrument with a vibrating blade which uses the mouth as a resonator, is known the world over. Used in Norway as a solo instrument, it fulfils the same role as the hardingfele.
The mandole, of the family of the cithern and the bouzouki, is a recent import. Adopted originally by Irish musicians, it made it to Scandinavia at the turn of the seventies where it has proven to be the ideal accompanying instrument for traditional music.

The performers.
Lena Willemark (vocals, violin), from Sweden, learnt to play violin through contact with the elderly musicians of her region. The district of Alvdalen , to the North-West of Dalarna and close to Norway, is relatively isolated from the rest of the country. The playing technique of this violin is very special and easy to recognise by its vigorous nature and rhythmic complexity, a style which Lena Willemark has made completely her own. Today however, it is as a singer that she is the most wellknown figure in the Scandinavian traditional music milieu. Her repertoire is vast and, moreover, an inspiration to her for her own compositions.

Per Gudmunson (violin, bagpipes), head of the Traditional Music Department of the "Dalamas Museum" in Falun, has done extensive collecting in the Rattvik region (Dalarna, Sweden). He is behind the revival of the bagpipes in Sweden, and a musician whose violin-playing has such precision and lyriscism that it classes him among the very top musicians.

Ale Moller (mandole, flute) is a leading figure of the Swedish traditional music world. Having played, and still performing, with everyone, a lover of fresh ideas, he introduced the mandole to Scandinavian music as an ensemble instrument. His research into Scandinavian flutes, especially the salgflojt and the harjedalpipa, has led him to participate in numerous recordings.

I met these three musicians during time spent in Sweden and could not help noticing their undying interest in seeking out and comprehanding that tissue of connections which exist despite borders between countries. Indeed, for several years now, the "Trio Frifot" has been working with Norwegian musicians like Gunnar Stubseid and Kirsten Braten-Berg.

Originally from Arendal, Kirsten Braten-Berg (vocals, Jew's harp) now lives in Sedestal. Steeped in the musical traditions of this region, she nevertheless refuses to be, in her own words, a slave to them.

Gunnar Stubseid (hardingfele) was born in Austad (Norway). He is now in charge of the "Museum of Arts and Popular Traditions" of Ose (Setesdal). A musician, music teacher and ethnologist, he as already taken part in several recordings and written a great many articles and books on traditional music.

The pieces.

1 • Bonden och Raven (traditional)

"The Farmer and the Fox" is a satirical song to be found on both sides of the border in differing versions. Here the Swedish musician accompanies the Norwegian version, and the Norwegian musician, the version in Swedish dialect. To round off, the performers combine the two versions.

(Performed by: Lena Willemark, Kirsten Braten-Berg, Per Gudmundson, Gunnar Stubseid, Ale Moller)
2 • Sommarvalsen (Ale Moller)

Ale Moller wrote this "Summer Valtz". In Scandinavia, the short but intense summers when the sun does not set, are an essential part of people's lives.

(Performed by: Lena Willemark, Per Gudmundson, Gunnar Stubseid, Ale Moller)
3 • Nyaslaten (Ale Moller)

A schottis (the Swedish Scottish) composed by Ale Moller.

(Performed by: Lena Willemark, Per Gudmundson, Ale Moller)
4 • Gyris Anders Svit (traditional/Sweden)

A shepherd's song sung in dialect, followed by two polskas from Alvdalen. The special style of Alvdalen, where Lena Willemark is from, is characterised by very vigorous, tight playing, and an often assymetrical rhythmic scheme (2+4+3 instead of 3+3+3) especially noticeable in the second polska. Quarter tones are very often used in Scandinavian music, both vocally and instrumentally. (Performed by: Lena Willemark, Per Gudmundson, Ale Moller)
5 • Wert Avir – Brudhisslat (traditional/Sweden)

A love-song from Alvdalen followed by a melody from Rattvik. This melody was played at weddings as older women would hoist up the bride in confirmation of the end of her celibate days.

(Performed by: Lena Willemark, Per Gudmundson, Ale Moller)
6 • Hornlat efter Borjes Olle (traditional/Sweden) 

A shepherd's melody from Rattvik, originally played on the horn, followed by a contemporary stav written by Lena Willemark. The lyrics, in Alvdalen dialect, tell how the women of the valley sing, calling on the sun, to make the rain go away. 

(Performed by: Lena Willemark, Per Gudmundson, Ale Moller)
7 • Hook Olle Storpolska (traditional/Sweden)

A "sextondelpolska", a polska in semiquaters (sixteenth notes) from the Rattvik region, the favorite melody of the famous musician Hook Olle, about ninety years ago. 

(Performed by: Per Gudmundson, Ale Moller)
8 • Langt Jasspod (traditional/Sweden)

A very short song about the village boys waiting while the girls are away in summer in the fabodar looking after the flocks. 

(Performed by: Per Gudmundson, Ale Moller)

9 • Springlek efter Troskari Erik (traditional/Sweden) 

A dance melody from the Malung region (Dalarna). Per Gudmundson performs it on the Swedish bagpipes, the repertoire of which survived, even after the last piper's passing away, thanks to violins. 

(Performed by: Per Gudmundson)
10 • Varvindar Friska (traditional/Sweden)

A variant of a melody very well-known in Western Sweden, played here on the harje-dalpipa, a wooden flute from the Harjedalen region. 

(Performed by: Ale Moller)
11 • Grinds Hans Jasspodpolska (traditional/Sweden) 

A rather solemn wedding polska from the Rattvik region. 

(Performed by: Per Gudmundson)
12 • Kopmanpolska (traditional/Sweden)

A highly ornamented, vigorous polska from Rattvik. The violin's G-string is tuned up to A and double strings are frequently used. 

(Performed by: Per Gudmundson)
13 • Brudpolska efter Svas Anders (traditional/Sweden) 

Svas Anders, from the Alvdalen region, was a highly respected performer of the spelpipa, the other wooden flute from the West of Dalarna. 

(Performed by: Ale Moller)
14 • Polska efter Monis Olle (traditional/Sweden) 

A polska from Rattvik, which Per Gudmundson begins alone. One notices the ornamental richness, a characteristic of this village's style. 

(Performed by: Per Gudmundson, Ale Moller)
15 • Tre Strommingar (traditional/Sweden)

A polska from Rattvik with the characteristic rhythmic sway. The title means "The Three Herrings".

(Performed by: Per Gudmundson, Ale Moller)
16 • Det stod en Jungfru (traditional/Sweden)

An abbreviated version of a long mediaeval ballad. The melody comes from Venjan, in the Dalarna, and is often used for langdans, a collective dance, prior to the polska. 

(Performed by: Per Gudmundson, Ale Moller, Lena Willemark)
17 • Till flickan som ar tusen ar (traditional lyrics (Sweden), music by Lena Willemark) et Halling fran Harjedalen (traditional/Sweden)

Lena Willemark wrote this melody for the birth of Ale Moller's daughter, set to a text from an old Viking "saga" from Eddan. The halling is an improvised men's dance, performed here on the salgflojt, the harmonic flute in willow-bark. The special scale of this flute is worth noting: the scale of the sixteen first harmonics in fact. 

(Performed by: Lena Willemark and Ale Moller)
18 • Jag unnar dig (traditional/Sweden)

A love song in which the boy and girl separate, thank each other for the happiness and love they have shared, and wish each other good luck. 

(Performed by: Lena Willemark)
19 • Nystev (traditional/Norway) und Stiennur og Tungledh (Lena Willemark)

A Norwegian stev, followed by a stav more recently composed by Lena Willemark, a poem about ordinary daily life.

(Performed by: Per Gudmundson, Ale Moller, Lena Willemark)

20 • Farvel (traditional/Norway)

A farewell song of religious origin, from the Telemark region in Norway.

(Performed by: Lena Willemark, Kirsten Braten-Berg)
21 • Lill' Lisa (traditional/Norway)

A few lines from a mediaeval ballad about passion and being madly in love.

(Performed by: Kirsten Braten-Berg)
22 • Bestelanden (traditional/Norway)

Solo Jew's harp playing is still very much alive in Norway. Here the singer sings a melody from Setesdal. The repertoire is the same as that of the hardingfele. 

(Performed by: Kirsten Braten-Berg)
23 • Knut-Heddis minne (traditional/Norway)

This melody, originally called "Hildalen" is a gangar from Setesdal. Improvisation plays a great part in Norwegian music: each melody consists of a series of short melodic/rhythmic cells which the musician varies at will. In this way both the piece and the musician can be appreciated; Here the song is dedicated to Knut-Heddis. 

(Performed by: Gunnar Stubseid)
24 • Halling etter Neri Neset (traditional/Norway)

Neri Neset, a famous musician, created this version of this halling in the Mid-nineteenth century.

(Performed by: Gunnar Stubseid)
25 • Suldolen (traditional/Norway)

A very well-known melody played everywhere in the South of Norway. This version from Setesdal is a gangar. 

(Performed by: Gunnar Stubseid)
26 • Reisaren (traditional/Norway)

"The Traveller" owes its title to itinerant musicians who used to busk (as tradition would have it) their way throughout the land. Tarkjell Aslaksson Austad from Setesdal made this setting about a hundred and fifty years ago. Since duos as such are unknown in traditional music (because of its improvisatory nature), the two musicians agreed beforehand about the variations of each of the cells. 

(Performed by: Gunnar Stubseid, Ale Moller)
27 • Knut-Heddis minne (traditional/Norway)

Ale Moller plays the same melody as Gunnar Stubseid (track 23) on the harmonic flute. Many hardingfele melodies use the same scale as the harmonic flute. 

(Performed by: Ale Moller)
28 • Tjonneblomen (Gjermund Haugen / Norway)

This "Water-lily Waltz" was composed by Gjermund Haugen, a famous hardingfele player from the region of Telemark.

(Performed by: Per Gudmundson, Gunnar Stubseid, Ale Moller)
29 • Adams Visa and Homslien (traditional/Norway)

A song from the South-West of Norway based on the theme of Adam, followed by a gangar from Setesdal with a second violin, a Swedish one.

(Performed by: Kirsten Braten-Berg, Per Gudmundson, Ale Moller dann Per Gudmundson, Gunnar Stubseid, Ale Moller)
30 • Iddan Hermond (traditional/Norway)

The mediaeval ballad of a Viking named Iddan Hermond, the tale of his tribulations on the way to North Africa and even as far as Mesopotamia.

(Recorded live, Paris, January, 1992). (Performed by: Lena Willemark, Kirsten Braten-Berg, Per Gudmundson, Gunnar Stubseid, Ale Moller)

31 • Guten och man (traditional/Norway)

A humorous dance melody from the region of Telemark, also found in Sweden.

(Recorded live, Paris, January, 1992). (Performed by: Lena Willemark, Kirsten Braten-Berg, Per Gudmundson, Gunnar Stubseid, Ale Moller)
Our kind thanks to the Norwegian Ministry of Culture.
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	2000
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	folk/pop/ambient-alternative

www.sigur-ros.com 

Rec. 1998&9

Исландская группа с очаровательным женским вокалом.
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	2002
	71:50
	label: FatCat Records www.fat-cat.co.uk / www.pias.com (Play It Again Sam)

	ENTELI
	A Meeting Of Scandinavian Folk Music & Improvised Music
	1994
	67:10
	label: Svensk Music (Stockholm)

Jonas Knutsson [s&a&bar saxes]; Ale Moller [tp, fl, accordion, mandola, bouzouki, dulcimer]; Lena Willemark [fiddle, v, add. perc]; Johan Soderqvist [k]; Bengt Berger [perc, tablas, tablatarang].

Lena  WILLEMARK &  Ale MOLLER – см. тж. ниже
Swedish expression: dances and ballads from medieval times.

  “Freedom is light and airy — freedom to soar upwards and float down. And all that music needs is to be played — nurtured and cherished. We begin and end with a scream. We breathe in, and before we have time to breathe out rhythm’s steel spring is coiled tighter and tighter inside until it almost snaps, in a dance that is sometimes Swedish, sometimes a Sufistic, mystical dance of the dervish. Time and space intertwine in tightly plaited unity... and with a slight flutter the rustlings and the sleepy whispers rise into the air and evaporate, like the sweet-smelling smoke from grandpa’s tobacco in the autumn.”

	Lena  WILLEMARK &  Ale  MÖLLER
	Nordan
	1994 
	65:07
	Lena  WILLEMARK &  Ale  MOLLER – см. тж. выше с ENTELI; и SUEDE – NORVEGE

label: ECM

Ale Moller               mandola, natural flutes, folk-harp, shawm, cows-horn, hammered dulcimer, accordeon

Lena Willemark      vocal, fiddle

Palle Danielsson      double-bass

Mats Eden               drone-fiddle, kantele

Per Gudmundson     fiddle, Swedish bagpipes

Tina Johansson       percussion

Jonas Knutsson       saxophones, percussion

Bjorn Tollin             percussion

Music based on medieval ballads and folk songs, performed by musicians from the living Swedish tradition and from the world of improvisation. Lyrics selected and edited by Lena Willemark. Arrangements and additional compositions by Ale Moller.

	CHATEAU  NEUF SPELEMANNSLAG
	Gamble Guro  (New Roots From Norway)
	1996
	62:41
	label: Feuer & Eis (Germany)

Chateau Neuf Spelemannlag (Oslo, NORWAY): Hakon Asheim, Ragnhild Mo, Hans-Hinrich Thedens [hardingfele, violin]; Ragnhild Krogvig Karlsen [oboe]; Tellef Kvifte [fl, t s]; Eline Monrad Vistven [t s, cattle-call]; Mikael Nyberg [t s]; Carl Petter Opsahl [cl, b cl, a s]; Randi Rosendahl Moland [p, hammond, accordeon]; Tori Snerte [fl]; Eivind Sognnaes [s s, tin whistle]; Elisabeth Vatn [cl]; Ronny Yttrehus [g]; Ingar Zach [d, perc]; + vocals.

    NORWEGIAN MUSICAL LANDSCAPES

 In Norways remote valleys traditional music from times bygone have survived to this day. Musicians still play in the old style without bothering much about aspects like major or minor or the fixed pitches of the piano that have transfor​med the music so much in other parts of Europe since Bach time. The old Norwegian tunes, called "slatter" are very much an individual thing. One player, the "spelemann", plays and the whole village dances. Fiddles are the foremost folk music instrument of the country, but whereas one finds the violin in eastern and northern Norway, the Hardanger fiddle or "Hardingfele" rules in the south and the west. This unique remnant from the Baroque pe​riod is highly ornamented and its sym​pathetic strings produce a very rich sound with lots of harmonics.

This music had its heyday in the 18th and 19th century. The Slatter accompanied the couple dances "Gangar", a walking dance in even meter, "Springar", a running or tripping dance in triple meter and the young men's acrobatic solo dance "Halling". These dances were common throughout the country, with valleys being as isolated as they are, things developed independently and a large number of distinct styles developed like dialects. Thus, there are many variations of the Springar. Most of them occur the triple meter but with different accents and sometimes even with beats of different length (listen to track 7: "Kari Hagen"). The terms for these dances differ too. What is refer​red to as "Springar" or "Springdans" in the West is called "Springleik", "Rundom" or "Pols" in the east. And from the "Pols" it is but a short way to the Swe​dish "Polska".

At the end of the 19th century this mu​sic was partly pushed aside by the new dances from the continent. The waltzes, schottisches, mazurkas and polkas took over the dance floor. This new style was later called "Gammeldans", meaning "old dance". It va​ries much less from region to region and is more suited to ensemble-playing. The   fiddlers,   squeezebox-   and woodwind-players often formed groups, many of them called "spelemannslag". The solo fiddlers moved from the dance floor to the concert stage in a very early "folk music revival", and the older instru​ments like the jews harp and the langeleik (a relative of the appalachian dulci​mer), the willow-pipe and the harp had to wait a long time before they were rediscovered.

The coastal regions in the south and the west were less isolated than the valleys. There was a lot of contact to Scotland, England and Holland, and this way the "reel" rolled ashore and became the Norwegian "ril". The dance was spread through all the country, but the strongest tradition of tunes is found in the south.

When it comes to vocal music the Nor​wegian tradition is even more varied: In some valleys the old cattle calls and shepherd's signals still can be heard. In the old days the dairymaids used to sing to each other and communicated over huge distances.

Almost as old are the so called "medie​val ballads" telling stories from the pre-protestant era. For many generations singers have kept the melodies alive in oral tradition. Today lost verses can be restored from the volumes published by folklorist collectors in the 19th century.

The dance tunes may be sung as well. When there was no fiddle player around, the dancers had to help them​selves by "trolling" the melodies. There was a time when pietist preachers had a strong influence in the Norwegian countryside. They condemned dancing and called the Hardingfele the devil's instrument. This may be the reason why religious songs are by far the most numerous in the singers' repertoire. When collectors started to search the countryside they found songs that once were taken from ancient danish hymn books. But the people had adapted them to their old way of singing. They were now highly embellished and the pitches would not fit into staff notation at all. [...]

Chateau Neuf is a Norwegian folk big band, fronted by four female singers with that clear, Nordic sound, backed by a

modern rhythm section, horns, and fiddles. A favorite for dancing and having a great time, these are the catchiest tunes on all of NorthSide! [“Stolen Goods”]

	Kristian  BLAK
	Addeq
	1989
	43:17
	label: Tutl (Faroe Islands)

ethno-free-fantasy 

The Addeq Suite is based on musical sounds of East Greenland: the calls of birds, animals and man.

Kristian Blak [p]; Peter Janson [b]; Anda Kuitse [vocals, polar bear and bird calls, East Greenland drum, dandelion stem]; Malang Cissokho [kora, xylophone, perc.]; Lelle Kullgren [g, v*].

Recorded at Faroe Islands.

1. Addeq I (Blak). To the traditional rhythm of his drum, Anda sings the call of the long-tailed duck. 

Addeq: Long-tailed Duck.

2. Kamutseq (Blak). Anda gives the calls to direct a team of sledge-dogs.

Kamutseq: Dog-sledge and dogs.

3. Piiseq (Malang-Blak) 
Piiseq: Snow Bunting.

4. Parnaaliraaingaase (Blak). Based on a drum-dance from East Greenland.

"You haven't brought any berries. Well, I have some."

5. Nanoq (Kullgren). Leile's composition is inspired by a Tlingit lament. The chief of a starving tribe of Tlingit goes out hunting on the ice. After a long search, he spies a polar bear and kills it. He then realizes that the bear is, in fact, his own brother, who also has been out hunting, disguised in a bear skin. 

Nanoq: Polar Bear.

6. Piniartoq (Blak). "His seal hunt has been successful."

7. Malersartaq (Blak). Melodies and improvisations based on bird songs of Eider, Great Northern Diver, Purple Sand​piper, White Wagtail, Lapland Bunting and Whooper Swan. 

Malersartaq: Eider.

8. Addeq II (Blak).

	SEQUENTIA
	Edda (Music from Medieval Iceland)
	1999
	76:52
	Sequentia – другие их CD см. в секции ‘Medieval’.

label: Harmonia Mundi

Directors: Barbara Thornton & Benjamin Bagby.

Barbara Thornton [v]; Lena Susanne Norin [v]; Elizabeth Gaver [fiddles]; Benjamin Bagby [v, lyre].

AN INTRODUCTION TO THE POETIC EDDA by Heimir Palsson

The Settlement and Culture of Iceland

The early medieval manuscripts containing the Eddic poems recorded on this disc, were found in Iceland, an island first settled by people from Norway and the other Scandi​navian countries during the years 870-930. The unique Icelandic settlement was part of a general movement that is best known for the Viking raids and the settlement of the Scandinavians in other parts of the world.

The establishment of the Icelandic parliament (the Alpingi) in 930 gave shape to the pagan society of Iceland in which most people bore allegiance to the old Scandinavian (or Germanic) gods. The most famous of these gods are Odinn (often called Odin) and Frigg, Porr (Thor) and Sif, Freyr (Frey) and Freyja. It is important, however, to understand that the pagan religion of the Scandinavians was not institutionalised; people were not duty-bound to have the same beliefs. This religion did not evolve in a centralised society, but in conditions that make it natural for us to expect wide variations in beliefs and religious practice between one area and another, if not between individual family "clans."

The Pagan Religion of the Scandinavians

Any understanding of the Eddie poems demands some knowledge of the Old Nordic religion. The belief in the Nordic Aesir and Vanir gods is commonly discussed as if there was some form of standardised state religion that was followed by all the Scandinavian countries during the time prior to the Con​version. As mentioned above, this was far from the case. The gods that were most re​spected in each area probably varied. In some places, the highest in rank were the fertility gods, Freyr and Freyja. There is some evidence to suggest that their main area of in​fluence was in the eastern part of pagan Scandinavia, possibly mainly on the fertile plains of Sweden, like Uppland for example. In many other places, people clearly declared most loyalty to Porr, the guardian of the land, who was continuously defending Cosmos, the dwelling place of human kind and the gods, against the chaotic powers of Jotunheimr. It is thought by most scholars that the prudent farmers of Norway in particular placed their trust in this thunder god. Others, however, were more attracted by the cunning, worldly appearance of Odinn, the god of poetry who had control over magic and other forms of knowledge. It is naturally tempting to connect this belief with the Viking explorers and adventurers, and first and foremost with the poets.

The moral code of the pagan Scandinavians was not based on any demands or laws that had been set by the gods. On the contrary, the individual bore total responsibility for himself, and in the clan system, this responsibility extended to include closest relatives, and eventually went farther and farther. In this way, people gradually began to place certain controls on human behaviour and set rules that should be followed.

Religious Practice

It seems clear that special festivals were held in which the gods were praised or given some reminder of the needs of their charges, and that at these festivals they were offered sacrifices. Some of the texts of the Eddie poems appear to be well-suited for perform​ance at religious ceremonies such as these under discussion here, where they might even have involved some complex staging. Recent research has given strong support to the idea that the dialogic poem Skirnismal (The Lay of Skirnir), for example, is actually a form of play that was designed for performance at a fertility or sun festival (probably close to the mid-winter sacrifice). As will be noted fur​ther below, it is easy to imagine conditions in which the other dialogic poems might have been performed at religious festivals.

A central part of religious practice seems to have been played by incantation and magic, but it must never be forgotten that at this time magic was used as much to aid people as it was employed for vengeful purposes. And magical incantations certainly appear to have been sung in a special way if we con​sider the Icelandic expression gala galdr ("to 'crow' magic"). There are very few descriptions of the commonly-referred-to magic ritual known as seidr, and certainly none as striking as that given in Eriks saga rauda (The Saga of Eirikr the Red) which tells of a woman called Porbjorg who was known as litilvolva (the Little Prophetess). This account is particularly detailed and surprisingly free of prejudice. It was recorded a long time after the Conversion of Iceland (the oldest manuscript of the saga is from the fourteenth century), but ideas were obviously still current about the special role of the so-called seidkonur (prophetesses). It is clear that the act of seidr was regarded as a religious rite in which people attempted to gain knowledge about the times to come. There is little question that the Eddie poem Voluspa should be viewed in the context of this rite.

The Prose Edda and the Eddic Poems

In the early thirteenth century, the Icelanders gained a new author and scholar among their ranks, a man who is still regarded as being one of the greatest Scandinavian writers. His name was Snorri Sturluson (1178/79-1241), and he was not only one of the most powerful leaders in his country, but also the cleverest of historians; a poet and a scholar of poetry, in addition to being an expert on Old Nordic mythology. His masterpieces in the field of history and mythology, known respectively as Heimskringla and Edda (generally referred to as The Prose Edda), are central works for anyone trying to understand medieval Scandinavia. The latter work, in particular, is a key to understanding the pagan beliefs of Scandinavia.

Snorri's Prose Edda is actually a kind of handbook designed to teach people about the poetic arts of Scandinavia, which, as was mentioned above, had very ancient roots. In order to understand this poetry, it was necessary to learn about the pagan beliefs. Snorri therefore relates a number of myths for his readers, almost all of which seem to be old. He also cites many ancient poems that have been passed down for generations in the oral tradition as evidence to support the things he is saying. Many centuries later, when people eventually discovered a near contemporary manuscript containing many of the poems Snorri quotes, they also named this manuscript Edda. That was a misunderstanding, but the name has stuck, and even today people refer to these Eddic poems as being a special type of ancient Scandinavian poetry.

At root, some of these poems are probably much older than the time of the settlement of Iceland, and it is logical to assume that the settlers must therefore have brought them to Iceland from Norway or some other area populated by Scandinavians. As will be stressed further below, it is pointless trying to make a guess about the moment at which some poet decided to make the "first draft" of this or that poem. We have to be satisfied with a different approach. Nonetheless, these poems were clearly so unique in their subject matter and form that people found reason to preserve them, and chant them for the coming generations in order to give some idea of how people used to think and speak, of how their ancestors understood the world.

The Eddic poems, though, often give very little detail about events of great consequence, and often help is needed to fill in the gaps. The information provided by Snorri is often our only key to understanding the wording of these poems and those myths that they only briefly touch on. Even though it is difficult to be certain that Snorri is always telling the complete truth, we would be in a far worse position if his work did not exist. This applies not only The Prose Edda, but also Ynglinga saga, which forms the first part of Snorri's work about the Norwegian kings, Heimskringla. Ynglinga saga tells of the earliest kings of Sweden in prehistoric times, linking them euhemeristically with the gods, and especially with Odinn who thus becomes the forefather of all the Scandinavian kings.

The Subject Matter and Classification of the Eddic Poems

In terms of subject matter, the Eddic poems can be divided into two groups: on one hand, heroic poems, and on the other, mythological poems about the gods. The former group is a collection of relatively short historical works dealing with people who are, to some extent, recognisable from other early Germanic sources. Sigurdr, killer of the serpent Fafnir, for example, is really the same figure as the Siegfried who appears in the Nibelungenlied. Other recognisable figures from the same geographical area are Gudrun (Kudrun) and Brynhildr (Brynilde). From elsewhere we recognise Atli the King of the Huns (Attila), and Jormunrekr, the King of the East-Goths (Ermanaric). Even though these earthly heroes are all tragic, emotive figures, they are characterised by a realism that has few contemporary parallels.

The gods of the poems, on the other hand, are in many ways more ordinary individuals, and in fact, much more down to earth. The main figures in this regard are Odinn and Porr, although many other gods make ap​pearances here and there.

The mythological poems can also be divid​ed into two general groups. First of all, there are the poems of wisdom, which are gnomic, didactic, even mnemonic pieces. Then there are the narrative works, which are short accounts dealing with the adventures of the gods. However, cutting straight across this broad subject classification we find yet an​other more stylistic division in which some poems take the form of pure dialogues, while others have a single speaker.

To some extent this stylistic classification is reminiscent of that defining the difference between plays and novels. The dialogic works, like Skirnismal (The Lay of Skirnir), Lokasenna (The Flyting of Loki), Harbardsljod (The Poem of Harbardr) and Baldrs draumar (Baldr's Dreams) all involve more than one speaker. People address each other, the speaker divisions are clear, and we even find the speakers displaying individual characteristics. The staging of these dialogues could have been both simple and powerful, as the recent dramatic perform​ances of Skirnismal and Lokasenna in Iceland and elsewhere have shown. These works contain dramatic tension and little imagination is required to see some connection with holy rituals or sacrifical ceremonies.

The poems involving a single speaker are somewhat different. Depending on the circumstances, the speaker recounts events or gives shocking news to his/her listeners. Once again, as mentioned above, it is possible to imagine a religious context for the performance of these poems. This seems particularly obvious in the case of Voluspa (The Prophecy of the Seeress), for example. The speaker of the monologue in this case is a woman. She is apparently addressing Odinn and her audience in general, the "greater and lesser descendants of the god Heimdallr," an expression believed by scholars to refer to all humankind. The woman tells her listeners a story to which she adds conviction because she is wiser than others, and has knowledge that is simultaneously exciting and terrifying. In dim light and flickering shadows (like that

which would have existed in any ancient Icelandic farmhouse in wintertime) the performance of the poem would have been transformed into a kind of mysterious religious ritual in which the listeners would have found themselves faced with insight into ancient and holy mysteries. It can be no coincidence that the poem should issue from the lips of a woman, the volva (seeress) herself, who has access to all secret knowledge, has come to visit, and even has the power to threaten Odinn by revealing the most sacred mysteries known to him.

The Preservation of the Eddic Poems

Most of the Eddic poems have been preserv​ed in the early thirteenth-century manuscript mentioned earlier, which is called the Codex Regius (The King's Book: Gl. kgl. srnl. 2365 4to) now in the care of the Arnamagnean Institute in Reykjavik. This is the text that Sequentia has used for the performances of Voluspa, Havamal and Prymskvida. Grotta-songr (The Song of Grotti), is found only in Snorri Sturluson's Prose Edda; and Baldrs draumar is found along with several other Eddie poems in the AM 748 I, 4to manuscript which is slightly more recent than the Codex Regius.

The Performance of the Eddic Poems

We know relatively little about how the mythological poems of the Poetic Edda were performed during the Middle Ages. The account from Eiriks saga rauda about Porbjorg the Little Prophetess, noted earlier, gives a highly tempting picture, but we can never be totally certain about whether it is wholly trustworthy. It is natural to conclude that this might have been one form of performance.

Nonetheless, it seems certain that the text of these poems in performance was far from fixed. Concerning the text, it is naturally pointless trying to guess the actual degree of freedom that the original performers would have allowed themselves. It is clear, how​ever, that once the poems were written down, they probably gradually gained a kind of stability, a clear shape, meaning that the usual freedom, originally granted by the oral tradition, was no longer valid. Nonetheless, we are lucky enough to be able to attain some insight into the methods employed by the oral performer, partly because of the three differing versions of Voluspa that came to be recorded on parchment. Each of these versions of the poem must at some time have been recorded on the basis of an oral performance. Partly for this reason, there is little point in attempting to use the usual literary comparative methods in order to try and establish an "original" text for the poem. Each editor has to choose the version that he/she thinks best, and most agree that the version contained in the Codex Regius is more poetic, and to some extent older than that found in Hauksbok. That is the reason  why Sequentia chose to use the Codex Regius version of Voluspa for this disc.

Scattered examples telling of the recital of poems give a clear indication that the performance of the poetry was different from that of prose. The poems might not have been "sung" literally, but people certainly regarded poetry as being a holier form of language than prose, and felt that the performance should be appropriate for both the form and its contents.

The language in which the poems have been preserved is Icelandic. Since Icelandic was originally a western Norwegian dialect, this alone tells us little about the origin of the poems. However, the conditions in Iceland are so unusual that changes in the language and thereby also the declension system be​tween the Middle Ages and our own time have been realatively limited both as regards prose and poetry. In other words what was recorded in the Middle Ages might be regard​ed as being comparatively easy to read for any relatively literate, intelligent Icelander in our own time. The actual pronunciation of Icelandic, on the other hand, has changed greatly since the thirteenth century, not only with regard to the vowel and consonant systems, but also the rules governing lengths of vowels which have altered radically. Even though our source material on these changes is comparatively extensive, a great deal still remains uncertain. No one alive today could recreate with any certainty the pronunciation or the poetic rhythm that was used for the Eddic poems during the first centuries of the Icelandic settlement.

When considering the performance of the Eddic poems, as Sequentia have done for this disk, many things need to be borne in mind. The recreation of probable medieval music and song is one aspect of this and naturally demands some form of recreated pronunciation. Even though Icelanders in our own time are used to reading the poems with a modern Icelandic pronunciation, it would be ridic​ulous to use a modern pronunciation for an attempted recreation of the original sound of poetry. The route chosen was of course just one of many. An attempt was made to avoid all linguistic changes that are known to have taken place since the thirteenth century, but for logical reasons, no attempt was made to guess at the pronunciation and rhythm of the ninth or tenth century. The basis for the performance is the recorded manuscript-text, and that is no earlier than from the thirteenth century. It is therefore totally pointless to try and take the pronunciation of these poems back beyond that point.

Heimir Palsson, Iceland, 1998; English translation by Terry Gunnell
Benjamin Bagby: The Reconstruction of Eddic Performance.

Although we know that medieval epic poetry was the domain of bards and singers, no written musical sources of the Eddic poems dating from the Middle Ages are known to exist; indeed, we would have no reason to expect such sources to have been written at all. The milieu in which these poems were originally transmitted, sung, and acted out was that of a uniquely oral culture, and professional minstrels (leikari) passed on repertoires and techniques from generation to generation without the hindrance and ex​pense of writing. As is almost always the case with medieval song, the use of musical notation is linked to the world of the scriptorium and the noble or ecclesiastical collector, not to the world of the practicing musician.

We can assume that the performing traditions of the Edda were probably already in decline by the time the main text manuscript. Codex Regius, was copied in the late thirteenth century. Given this situation, how can we possibly reconstruct sung performances of Eddic poems as they would have been known before the time of Snorri Sturluson in twelfth-century Iceland?

The earliest witness which we possess to musical settings of poems from the Edda is an account found in Benjamin de la Borde's Essai sur la musique ancienne el moderne, published in 1780. Among other examples (collected by a musician at the Danish Royal Court, Johann Ernst Hartmann), we find a strophe from the Voluspa set to a simple me​lody. Unfortunately, we will never know if this melody represents part of an unrelated Icelandic folk tradition of the 17th and 18th centuries, or if it indeed survived in this form from its origins as an oral formula for the vocalization of Eddic poetry.

In searching for paths to the vocalization of these texts, it was obvious to me that more musical information would be needed than this scrap of melodic material from the late 18th century, and I decided to make use of the techniques of "modal language" which Sequentia has developed over the years in work with medieval song. Briefly, we identify a mode not as a musical scale, but rather as a collection of gestures and signs which can be interiorized, varied, combined and used as a font to create musical "texts" which can be completely new while possessing the authentic integrity of the original material. But like the magic mead which gives Odinn the gift of poetry, this "modal mead" is a concoction which is both inspiring and dangerous. We need a strong knowledge of the practice of singing epic poetry as it still exists in various world cultures to show us how such performances must be given a form and a soul, to temper the limitless freedom of modal intoxication.

Having temporarily put aside Monsieur de la Borde, where did I turn first for the basic ingredients of this modal brew? Iceland, of course. To give one example: in the sung oral poetry known as rimur—which in itself is a tradition dating from the late middle ages, but whose roots may touch much earlier skaldic poetry—I found a vast repertoire of modal material, which clearly could be grouped into several types. During our re​search residency in Reykjavik in May, 1995, I was graciously permitted to work in the tape archives of the Stofnun Arna Magnussonar, where I listened to hundreds of recorded performances of rimur and related song-types, making notes and analyses of the types and uses of modal materials. The result of this process of digestion (which included a weeding-out of obviously later melodic types) was a series of modal vocabularies grouped by structural "signals," which could then be taught to the other singers and ap​plied to the metrics of the Eddie texts as taught to us by the philologist Heimir Palsson. Everything was learned in a process very much resembling oral tradition: we have only worked with our Edda texts and our memories; there were never any musical scores. And in light of this knowledge, even the melody found in de la Borde began to make sense. However one chooses to see its transmission, the fact is that this melody demonstrates characteristics which point to the use of a specific modal vocabulary consisting of a few limited elements which are repeated and varied. And so, the attentive listener might hear its "genetic code" echoed in these performances, just as an experienced Icelandic rimur-singer hearing these poems might find at times that some undefmable element makes him feel he knows the un​known piece being sung.

In cases where two or three singers declaim the same text, different versions of the modal gestures may sometimes be heard simultaneously, resulting in a kind of heterophonic texture (verging on improvised polyphony) typical of traditional musical cultures. We still hear a vestige of such ancient practices in the traditional two-voiced tvisongur sung in Iceland today.

Other aspects of the reconstructive work include a study of Icelandic sources besides rimur, as well as a study of the ancient dance-song melodies of the Faroe Islands. As the Edda project continues in years to come, the research will certainly expand to include sources from the entire Viking world, with particular emphasis on Finland and other Baltic countries, as well as Saami lands. Equally important in these musical reconstructions are the instruments which play independent pieces and sometimes accompany the vocalists. In the twelfth century, the two most important European instruments for courtly entertainment were certainly the fiddle and the harp, although other types of instruments (for instance, wind and percussion) were certainly known in popular culture. Elizabeth Gaver explains in a separate essay about her reconstructions of fiddle music. The harps which I use in this production are copies from remains of instruments found in seventh-century germanic burial sites, researched and reconstructed by Rainer Thurau (Wiesbaden, Germany).

This type of "lyre" would have been known throughout the northern world, together with the related triangular cithara which we recognize as the most common harp form. These instruments have very few strings (the lyre, for instance, has six gut strings), and the tuning systems, based on medieval theories of consonance, yield a series of basic intervals which in turn can inform the text being accompanied. The tuning system of the instrument is closely related to the mode which the singer has chosen, so that the instrument must be re-tuned to accompany in a new mode. Regarding playing technique, it hardly needs stating that an instrument of six strings is not suited to playing chords and elaborate melodies. Instead, we have here a harp type (such as is still known in several non-European musical cultures) which has as its means of expression the use of pattern and variation, and on the "playing out" of modal vocabularies. Just as the singers rely on a small repertoire of potent modal gestures for the vocalization of their texts, the harp makes a virtue of its seeming limitations and, like an interlaced Viking design, brings a richness of articulation to the expression of the mode.

Imagining the context of performance

Although it is certain that in ancient oral traditions such as the Edda represents, pieces were always "vocalized" and even acted out before gatherings of knowledgable listeners, we are obliged to imagine performance contexts which were never specifically described by contemporaries. In our performances, we represent a performing tradition as it might have existed in both Iceland and Norway (and perhaps as far afield as the Continent) during the time of Snorri Sturluson (ca. 1200). The performers themselves are not local farmers, but rather professional minstrels (Icelandic: leikari), possibly joined by other Nordic, Celtic or Saxon minstrels who travel widely in northern lands (which would also account for the use of the fiddle); and the performance itself could be taking place either in the dwelling of a powerful Icelandic chieftain or the hall of a Norwegian lord.

The music and texts they sing represent last vestiges of the ancient oral traditions of the pre-Christian north, now performed by spe​cialists in a nominally Christian society which still has strong links to the archaic world of the myths and the worship of the old gods.

And so, in this recording, the voices can be heard alone, as in parts of the long visionary tale of the Volva; or the fiddle, playing solo, can conjure up a world of mythological beings; or the fiddle accompanies the singers who re-enact the story of Odinn's ride into the realm of the dead to question the seeress about Baldur's death. There are ritualistic moments of mystery: the singer with his lyre speaking in the voice of Odinn, retelling the myth of the runes; or hilarious storytelling, as in the famous tale—half-spoken and half-sung to lyre accompaniment—of Thor's vengeful transvestite voyage to the realm of his enemies, the giants, to recover his stolen hammer. In the story of Grotti's mill and the two giant slave-girls, the fiddle provides both the modal fundament as well as the relentless turning of the millstone; and in the final description of the end of the gods, Ragnarok, all three voices join with the fiddle in a homophonic texture of visionary terror.

Elizabeth Gaver: The Reconstruction of Instrumental Music for the Edda

As there are no extant medieval manuscripts containing Nordic instrumental music, in order to create the fiddle music for this Edda production I turned to the flourishing folk music tradition in Norway, both for information and inspiration. It has been my aim to find the particular aspects in the current folk violin tradition that are idiomatic to the medieval fiddle as well.

During two research trips to Norway, I was able to explore the hardingfele tradition, by listening to countless hours of field recordings in the Norsk Folkemusikk-samling of the University of Oslo, and by meeting with several well-known performers and teachers, in Oslo, Valdres, and the Ole Bull Akademie in Voss.

The hardingfele is essentially a violin with the addition of four or five resonance strings running under the fingerboard. The body of the hardingfele is highly arched, and the bridge is nearly flat, allowing the player to easily bow two or even three strings at once. The characteristic sound of the instrument depends on its resonance, which is enhanced by the use of open tunings similar to those used on medieval fiddles. Although the hardingfele originates in the seventeenth century, there are aspects of the music itself that could be part of a much older tradition. Many dance tunes, or slatter, are clearly Ba​roque in nature, with triadic melodies and regular phrase structures. Other slatter, how​ever, have characteristics in common with much earlier musical forms. They are constructed from short melodic motives that are varied and repeated during the tune, often resulting in uneven phrase lengths and a certain ambiguity in the beginnings and endings of phrases. Although these tunes are passed from teacher to student through generations, remaining unchanged in essence, there is also room for improvisation according to the style of each player. There is often an interaction between the player and dancers, and the dance gains in intensity and excitement as phrases spin out endlessly, strong bow articulations are used, and upper and lower bourdons are added.

The hardingfele is also used occasionally to accompany songs, or to play an ornamented version of a song alone. It is in this repertoire that one hears quite clearly the use of unfamiliar scales with various neutral tones. Most commonly, the placement of the third and seventh tones of the scale results in intervals that are between major and minor, giving a very particular coloration to the melody.

The three medieval fiddles used in this production are typical instruments of twelfth-  and thirteenth-century Europe. Unlike instruments of the modern violin family, the bodies and necks of these fiddles are carved from single blocks of wood. This simple construction, often with no additional soundpost, results in a clear, highly resonant tone quality. The tunings of the gut strings used here are characteristic of the medieval period with open intervals of fourths and fifths resulting in a resonant tone quality enhanced by the frequent use of bourdon strings.

The fiddle pieces created for this production incorporate many aspects of hardingfele repertoire and playing style. Some are rhythmic and dance-like in character, while others are meditative and lyrical. The melodic motives are derived from the Icelandic rimur tradition, from the ballad tradition of the Faroe Islands, or are simply idiomatic to the instruments themselves.
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Paul Giger [violin], Jan Garbarek [ts], Pierre Favre [perc]. rec. 1990-91

  Северные предгорья Швейцарских Альп, со стороны Вюртемберга, если смотреть через озеро Бодензее, выглядит как форпост героического мира. Светлая известняковая корона вершин Сентис, возвышающаяся до 2500м, представляет собой огромные нагромождения массы камней, возвышающихся подобно острову. Она парит над пологими холмами, покрытыми травой, и над взбегающими по крутым склонам лесами и отдельными каменными осыпями. Они возвышаются как три звена цепи; два из них идут с  севера почти параллельно, как два потока, до последнего взлёта ландшафта, покрытого зелёными лугами; на дне долины покоятся озёра. С южной стороны, позади последнего обрыва череды скал, местность круто и беспорядочно обрывается вниз; западная сторона представляет собой стену, поднимающуюся отвесно на 1000м; за вершинами Сент-Галлера лежит восточная гряда, а далеко внизу — долина Рейна. И когда ощущаешь всё в целом, то это воспринимается не только как часть земной поверхности, но и становится целым миром.

 Римляне не достигли этих не заселённых человеком древних лесов, которые простёрлись от озера Бодензее до известковых скал. Только в 7 веке появились аллеманы (германцы), а, затем, — рыцари; старейшие сады насчитывают 1300 лет. И сегодняшние поселения являются отголосками того времени. Они чаще всего расположены на расстоянии слышимости крика. Такова родина Пауля Гигера.

 С незапамятных лет жители этого холмогорья, которое окружает Камень Альп (Alpstein), считают его “своим собственным”. Это чувство принадлежности не объясняется только лишь косервативностью; оно часто оказывается таким же сильным и в новых условиях. (...) Жители кантона Appenzell всегда оставались открытыми для музыкального влияния с Востока. Но под словом “Восток” здесь изначально подразумевают Форарльбергские земли (Австрия), но за Форарльбержьем — дальние просторы Дунайской равнины, а, возможно, и Кавказ.

 Далёкий Аттила и его орды здесь должны были остановиться. Миновавшее “цыганское время”, во всяком случае, более легендарно, чем исторично. Но людей в Зентисе менее всего заботит, что историки относят определённые формы культуры к достаточно недавним временам. Более достоверна (и более прекрасна) чем эти смутные гипотезы, современная история о натуральном йодле, который во внутренних областях Rhoden зовётся ‘Rugguserli’ , а во внешних ‘Zauerli’ . Это — потрясающе трогательная история тоски по родине: та область Альп — чисто сельская католическая внутренняя часть Rhoden, откуда Швейцария поставляла в течение столетий самый большой контингент солдат в войска французской короны — эти люди предпочли бы остаться со своим “любимым скотом”. И в далёком Париже плакали они когда кто-то запевал пастушью песню. И потому такое пение было запрещено под страхом смертной казни. Но всё равно, измученные тоской по родине пастухи часто дезертировали. (...) 

 В этой стране звучит “оригинальная” струнная музыка, это — свободная “дикая” мелодика в натуральном звукоряде, которая относится к классическим нормативам так же строптиво, как речевое искусство (устная речь) этого народа упрямо сопротивляется “высокому стилю” и литературному языку. Пауль Гигер глубоко погружён в основы народной музыки, в её самые глубинные тоны. Не передвижные декорации он воспроизводит, а эту невинность интонации, которая пришла из таких далёких времён. В музицировании Гигера, Гарбарека и Фавра эта первобытная Пра-музыка не есть безжизненный препарат, который сберегается и только цитируется. Она растёт, поднимается и летит... Она находит себя вновь. Саксофон Гарбарека находит звуки маленького альпийского рожка Buchel, который уже давным давно исчез из этого региона. В звуках ‘Alpstein’ а Ян Гарбарек воспроизводит шумы моря и звуки далёкого севера. Иногда они придают мощь звучанию его инструмента, а иногда в его музыке возникает мечтательность, как бы состояние парения. “Zauerli”, “Alpsegen”, “Chuereihe” — легли в основу отдельных опусов музыки  на этом альбоме, но не как незыблемый канон, а как среда, на которой эта музыка основана, и за пределы которой она смело выходит.

         Martin Schaub (перевод с немецкого)

	Agnes Buen  GARN(S  & Jan GARBAREK
	Rosensfole (Medieval Songs From Norway)
	1989 
	53:38
	label: ECM

Agnes Buen Garnas [vocal performance], Jan Garbarek [s s, t s, k, perc,].

The music of “Rosenfole” draws directly upon a source that has already inspired a number of ECM recordings. These medieval story-songs are sung in Norwegian but will not seem alien to those who have followed the music of Jan Garbarek. Yet for all its manifest authenticity, “Rosenfole” is more than the museum presentation of an old form. Garnas has been drawn to songs whose texts have a contemporary pertinence and Garbarek’s settings for them are instinctive and unorthodox. We cannot know how the original songs sounded, their shape has been subtly remoulded as they have been passed from generation to generation down the centuries; it is only within the last hundred and fifty years that Norwegian folk songs have been transcribed and collected. Much of the transcribing and collecting has been done by the Buen family. As she says, “the most important reason for releasing this record is that the content of the songs is alive, that the medieval ballads tell us about human experience,  that they may have an impact on us today”. In 1987, A. B. Garnas asked Jan Garbarek to arrange an album for her. He listened, for a year, to a cassette of her unaccompanied singing. “My job”, he says, “was to search inside the tunes for their implicit rhythms”. He permitted himself some imaginative leaps in the timbres and textures with which he surrounded the old words, feeling, rightly, that one could stress the “non-European” aspects of Norwegian melody. Speaking of his own relationship to Norwegian folk material in a 1984 interview he said: “There’s a strong Balkan flavour to the music, lots of scales with minor thirds; you find similarities to the Greek modes, particularly the Lydian. When I looked through some sketches of the old cattle-calls, I found that what I had been moving towards playing —  something direct, very ‘loud’ in a way, but with a floating, far-off feeling as well as the sense of closeness —  was also in those old pieces”. Clearly, it’s Garbarek’s intension to stress the universality of folk forms. As he has often stated in interview, he has learned much from all “ethnic” sources: “All of them have had a lot to do with how I phrase and sound”. Digging down to the roots of the Norwegian folk tradition, Agnes Buen Garnas and Jan Garbarek show us how inclusive a single source can be. It’s become fashionable to chase after eclecticism and there is much idle talk of “world music”.

“Не знаю точно, что такое Розенфоле (может быть, какое-то загадочное существо из мифологии древних викингов), но очень хорошо знаю, кто такой Ян Гарбарек. Самый известный норвежский джазовый музыкант и, быть может, единственный европейский саксофонист “саунд” инструмента которого можно определить почти мгновенно. Но на этот раз его любимый инструмент не учавствовал в записи. Потому что музыка, которую Ян Гарбарек аранжировал и сыграл для этого альбома, основана на средневековых норвежских песнях. Тогда, как вы понимаете, в тех краях ещё никакими саксофонами не пахло. А пахло гарью пожарищ от великих битв и магическими травами северных колдуний. Думаю, что вы “услышите” этот запах в таинственном вокале певицы Агнес Буэн Гарнас. Этот голос окунёт вас в холодную прорубь тьмы веков, приоткрыв на время завесу страшного в своей невозвратимости прошлого. Но не пугайтесь: этот лёгкий и кристально чистый голос не сможет причинить вам вреда. Зло —  не входит в его регистр. Каковы будут ваши ассоциации, вы сможете понять только когда сами прослушаете эту музыку. “ —    Hi – Fi & Music

	Mari  BOINE
	Gula Gula
	1990
	35:19
	Mari  BOINE – см. тж. с: J. GARBAREK; VERSHKI da KORESHKI (в 'Jazz')

label: Real World (New York); printed in Canada.

Recorded and mixed in Oslo, Aug/Sep 1989. 

1. GULA GULA (Hear the Voices of the Foremothers) 3.40

2. VILGES SUOLA (White Thief) 4.15

3. BALU BADJEL GO VUOITTAN (When I Win Against Fear) 4.00

4. DU LAHKA (Near You)
5.14

5. IT SAT DUOLMMA MU (Free at last) 3.48

6. EADNAN BAKTI (To Woman) 3.17

7. OPPSKRIFT FOR HERREFOLK (Recipe for a Master Race) 3.54

8. DUINNE (To You)
6.27

Musicians: Mari Boine Persen: vocal, drum (1,4, 5), guitar (2). [см. тж. с: J. Garbarek]
Eivind Aarset (см.): guitar (3, 8). 

Christer Bo Bothen: electric bass clarinet (5), dozo n'koni (5), ganga (5). 

Unni Shael Damslora: claypot (1,3,4), darboka (2), tambourine (2), seed rattles (4), cymbal (7). 

Tellef Kvifte: clarinet (4), piano (4). 

Roger Ludvigsen: guitar, breath (1), piano (2), frame drum (4), saz (5). 

Ale Moller: drone drum (1, 2, 7), hammered dulcimer (2,7), bosoki (5), overtone flute (7). 

Gjermund Silseth: bells (2), bass (4, 5, 7, 8),  piano (6). 

Leiv Solberg: bass (3). 

Carlos Zamata Quipse: quena (1), breath (1), cbarango (7), antara (8).

In the Arctic part of Europe, so far north that it is often missing from weather maps on television, lives a small minority people called the Sami (formerly known by the derogatory term 'Lapps'). Sapmi or Samiland ('Lapland'), in the northern parts of Norway, Sweden, Finland and the USSR., is our Homeland, forgotten by many but never by us, and hardly forgotten by adventurous prospectors.

Although the harsh official assimilation policy has been abandoned in recent years, cultural survival is by no means simple for a people who strive for Unity and Peace, yet at the same time are divided by the borders of four different states representing extreme political opposites.

But centuries of oppression and the working out of survival strategies have given us some experience. Even though much has been lost and in spite of numerous predictions of rapid extinction we still have our native language – in an amazing variety of dialects. People with their mother tongue intact have speech, storytelling, teaching, poetry, songs... Our music may sound simple but it is as strong and sure as the wind that touches the wild mountain tops of our beautiful homeland, and as old as the soft waves that constantly caress our coasts.

Mari Boine Persen, from Iggaldas, not very far from the North Cape, is one of a number of Sami artists who have taken on the traditional poetry and music of our Sami heritage as a base for new interpretations – with a message for our time and the future.

Keviselie

Mari is well known today as a musician. Originally educated as a teacher, she did not remain long in the profession. She kept asking questions – about her origins, about the roads that could lead to a society built upon human dignity. Her second album was released in Scandinavia in 1989. Gula Gula – 'Hear the Voices of the Foremothers' – is the expression of a woman living in a conflict between two ways of thinking, between two cultures.

Mari was born and raised in Gamehisnjarga, a promontory around which the river Anarjohka quietly flows. Her parents made a living from salmon fishing and farming and she grew up steeped in the region's natural environment. The school she attended, although close to home, reflected a very different, foreign world. Even the language was foreign – there was not a single class in nine years of schooling conducted in her native tongue. She was ashamed other people and her origins. A rebellion began, however, against her own role as an inferior Lappish woman in the great Norwegian society. She wrote her first song with lyrics rooted in her own difficult experience!

Ten years later her music appeals to people beyond her native land. The form is new – it springs from the Sami musical tradition but blends new instruments from various cultures. Its root is still strong and primeval. Mari is a woman of today seeking answers to new questions through the values and philosophy of a very old tradition. In her quest the voices of the foremothers have reached her.

	Mari  BOINE
	Goaskinviellja  (Eagle Brother)
	1993
	56:35
	label: Lean Records / Verve World Series

M.B. [voice]; Roger Ludvigsen [guitars, voice, bongo drums, shaman drum, kalimba, thumb piano, clay pot, breathing, bell];  Carlos Z. Quispe [quena, quenilla, quenacho flute, zamponia, toyos, ocarina, chillador]; Gjermund Silset [bass, dulcimer, melodica]; Helge Andreas Norbakken [talking drum, clay pot, reed, water glass, shaman drum, percussion, marimba, cymbals, bass drum, piano]; Hege Rimestad [violin].

Cuvges Vuovttat, Duodalas Calbmi  [Hair of light, solemn eye] 3’ 52’’

Sami Eatnan Duoddarat  [Samilands rippling tundra] .............. 8’ 35’’

Modjas Katrin  [Katrin who smiles] ............................................ 7’ 22’’

Das Aiggun Cuozzut  [Within my self] ........................................ 5’ 25’’

Dolgesuorbmageziiguin  [A feathered touch] ............................. 5’ 34’’

Skadja  [The reverberation] ........................................................ 8’ 30’’

Goaskinviellja  [Eagle Brother] ................................................... 4’ 06’’

Rahkesvuodain  [Feather the world] ........................................... 4’ 38’’

Mu Ahkku  [My grandma] ........................................................... 5’ 27’’

Ale Ale Don  [Don’t go... not you] ............................................... 1’ 28’’

The Sami people are indigenous population of the northern regions of Norway, Sweden, Finland and part of the Kola peninsula of Russia. Formerly known as the Lapps of Laplanders, the total population is approximately 50,000, the majority of whom live in Norway. Today the Sami determinedly combine important aspects of their ancient traditions and outlooks with the contemporary way of life found in the world’s affluent regions. The roots of Mari Boine’s music reach back into several traditions. The rhythm, the freedom to improvise, and the musical emotion in the Sami yoik only represent a few aspects of her musical expression. The yoik is a uniquely Sami form of music. Its sound and structure resembles the Native American’s use of vocables and words to melodize a mood or state of mind. A yoik provides a person with an identity, allowing him or her to feel a sense of belonging in a family and community. Traditionally, when a person had received a yoik, he or she was then looked upon as full-fledged member of the community. Boine writes most of her own lyrics but achieves her main impact through the intensity and power of her music. She has the ability to enchant the audience with her music, and is above all an outstanding live performer. During her performances,  Mari Boine often focuses on a particular portion of a text, and repeats it several times with slight variations in stress and emphasis. These repetitions are not to be confused with a refrain, but represent an accentuation of a specific passage or (musical) statement. In many ways they are parallel to the way of yoik circles around the fundamental melodic element. This could be that which primarily describes the object or its essence. Boine has a strong personal presence in her musical expression, and says that she herself has used music as a form of therapy. Today there are many concert goers who experience Mari Boine’s music as a nourishment for the spirit, perceived through the power of ‘the new yoik’. It’s a modern parallel to the continuation of the mythologikal story which tells how the Sami can find comfort and courage in the living and beating heart of a two-year-old reindeer cow that the Great Creator placed at the middle of the earth at the time when he created the ancestors of the Sami. Ever since, whenever the Sami people are in trouble, they can put an ear to the ground and listen for the heartbeats from below. If the heart is still beating, there is still a future for the Sami people, and whatever problems they have can be solved one way or another. From the beating of the female reindeer heart deep in the earth there is a connection to the beating of the Sami drum and to the ancient times when the songs of the people were developed and performed — the songs that tell the story and continue to renew the Sami people’s belief in the future. Mari Boine’s music is a part of the renewal. It is traditional and innovative at the same time, finding its way into the hearts of listeners whether they are Sami or not.  This is your chance to join her radiating warmth from a sacred mountain feathering the world with Brother Eagle soaring above as a guardian and a watch...

	Mari  BOINE
	Leahkastin  (Unfolding)
	1994
	59:16
	Mari Boine [voice]; Carlos [harp, quenacho flute, quenilla flute, toyos flute, charango]; Gjermund [b, shaman drum, thumb piano, perc]; Hege [violin]; Helge [darbuka drum, bass drum, sharp drum, tin plate, reed piano]; Roger [organ, ac g, el g, djembe, pandeiro].

Gumppet Holvot [The wolves howl] .................. 6’ 29’’

Ale Sat [No more] ............................... 1’ 22’’

Cuovgi Liekkas [Radiant Warmth] ............ 5’ 04’’

Ahccai [To my father] ...................... 6’ 06’’

Maid Aiggot Muinna Eallin [What do you want life?] ........ 6’ 54’’

Mielahisvuohta [Lunacy Lunacy] ................. 4’ 58’’

Gilvve Gollat [Sow your gold] .................... 5’ 07

Gulan Du [Hearing you] .................... 4’ 53’’

Vuolgge Mu Mielde Bassivarrai [Come with me to the sacred mountain] ............................ 6’ 51’’

Mun Da’Han Lean Oaivamus [Just when I had ...] ............. 4’ 37’’

Da Lean Mun [Here I am] ......................................... 6’ 59’’

	Mari  BOINE
	Eallin
	1996
	70:14
	Mari Boine [v, djembe]; Gjermund Silset [b, hakkebrett]; Hege Rimestad [violin]; Helge A. Norbakken [djembe, bass drum, tin plate]; Roger Ludvigsen [g]; Carlos Z. Quispe [quenacho, charango, v, toyos, zamponia]. 

Mielahisvuohta [A state of mind where your intellect is disconnected] .... 6’ 16’’

Das Aiggun Cuozzut [Within myself] +Orbina [The Orphant] 8’ 05’’

Gula Gula [Hear the voices of the foremothers] ....... 6’ 23’’

Modjas Katrin [Katrin who smiles] .............. 10’ 52’’

Eco [Echo] ............... 2’ 19’’

Skadja [The reverberation] ....... 8’ 33’’

Vuolgge Mu Mielde Bassivarrai [Come with me to the sacred mountain] ...... 10’ 53’’

It Sat Duolmma Mu [Free] ............... 9’ 20’’

Dutjne [To you] ................... 7’ 29’’

	Mari  BOINE
	Balvvoslatjna (Room of Worship)
	1998
	48:55
	label: Lean.   e-mail: lean.as.@pemail.net 

Mari Boine [v]; Gjermund Silset [b, hakkebrett, basskalimba, perc, organ]; Hege Rimestad [vln]; Helge A. Norbakken [perc]; Roger Ludvigsen [g, perc]; Carlos Z. Quispe [quenacho, quena, v, toyo, didjeridoo].

1. Eallin (Life) – 6:14

2. Beaivvi nieida (Daughter of sun) – 5:07

3. Risten  - 5:11

4. Girdi olmmai / Geaidi nissun (Eagle man / Changing woman) – 5:40
5. Alddagasat ipmitat (Gods of nature) (embody them) – 6:24
6. Oarjjabeal beaivvi ja manu (West of moon and sun) – 5:18
7. Mu vahkar Lasse (My youngest) – 3:29

8. Alit go buot varit (Higher than all mountains) – 1:26

9. Don it galgan (Thou shall not) – 5:72

10. Etno Jenny (Ethno Jenny) – 4:48

	Mari  BOINE
	Mari BOINE, Inna ZHELANNAYA, Sergey STAROSTIN:  "Winter in Moscow"
	2001
	45:32
	label: Jaro

live in Moscow

1. das aiggun cuozzut

mari boine - voc

sergey starostin - voc, rozjok

narodnyj prazdnik - voc

roger ludvigsen - guitar, perc

konstantin baranov - guitar

gjermund silseth - bass guitar

sergey kalachev - bass guitar

andrej misin - keyboards

jurij kistjenjev - drums

vladimir misarzjevskij – perc

2. pesnia lesorubov

inna zhelannaya - voc

mari boine - voc

sergey starostin - voc

gjermund silseth - voc

narodnyj prazdnik - voc

andrej misin - keyboards, guitars, accordion

roger ludvigsen - guitar, perc

konstantin baranov - guitar

sergey kalachev - bass guitar

jurij kistjenjev - drums

vladimir misarzjevskij - perc

3. korridorsangen

inna zhelannaya - voc

mari boine - voc

sergey starostin - rozjok

gjermund silseth - voc

narodnyj prazdnik - voc

everybody else(including unsuspecting passers-by) - background vocals

4. sestra maja noch

inna zhelannaya - voc

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

konstantin gavrilov - keyboards

muratsjeldi bajrambjerdeijev - gidzjak

5. vozle tvojei lubvi

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

sergey starostin - kaljoka

konstantin gavrilov - keyboards

6. odinochestvo sestritsa

andrej misin - vocals, keyboads

7. roahkkadit rohtte luodi, manazan

mari boine - voc

gjermund silseth - bass guitar, perc, voc

roger ludvigsen - guitar, perc, voc

helge nordbakken - perc, voc

8. balada o gore

igor zuravljev - vocals

konstantin baranov - guitar

vladimir misarzjevskij - perc

sergey kalachev - bass guitar

jurij kistjenjev - drums

sergey starostin - kaljoka

	Mari  BOINE
	Gavcci Jahkejuogu (Eight Seasons)
	2002
	63:05
	label: Jazzland
Mari Boine [v, g]; Jan Garbarek [t s]; Roger Ludvigsen [g]; Svein Schultz [b]; Kenneth Ekornes [d, perc]; Richard Thomas [s s, fl]; Carlos Z. Quispe [fl]; Bugge Wesseltoft [k].

1. I Come From The Other Side

2. Song For The Unborn

3. Sarahka's Wine

4. By The Source Of Aurora B

5. Soul Medicine

6. Hymn

7. Butterfly

8. In A Blanket Of Warmth

9. You Never Know

10. Tundra Flower

11. Let Silver Protect

12. Give Me A Break

Ян Гарбарек на вопрос, часто ли к нему обращаются молодые музыканты, ответил, что да, часто. Но откликнулся он, по его словам, всего один раз, десять лет назад, когда послушал записи никому не известной певицы - лапландки Мари Бойне. Тогда у веселой толстушки с типично северной внешностью еще была фамилия - Персен. Но после хитовых дисков на фирме Питера Гэбриэла RealWorld, альбома с Инной Желанной, Сергеем Старостиным и группой «Альянс», не говоря уже о записях с Гарбареком, Мари Бойне и впрямь может обходиться без фамилии и отказываться от приглашений, от которых не принято отказываться. Например, в 1994 году она не приехала открывать зимнюю Олимпиаду в Лиллехаммере на том основании, что не хочет быть просто приманкой для туристов. Может она себе позволить и не выпускать по диску в год, если это не диктуется внутренней потребностью.
Новый диск норвежской певицы называется Gavcci Jahkejuogu, что в переводе с языка народности саами означает «Восемь времен года». Диск вышел после пятилетнего перерыва и сразу приковал к себе внимание. Бутге Вессельтофт, клавишник, продюсер и владелец фирмы Jazzland, специализирующейся на электронном джазе, соединил этническое пение Мари Бойне со своими трип-хоповыми ритмами и импровизациями двух джазменов - Яна Гарбарека и трубача Нильса Петера Мольвера. В целом результат просто завораживающий.

	Sven  NYHUS
	Traditional Norwegian Fiddle Music
	1991
	32:32
	label: Shanachie Records (USA)

Swen Nyhus is without a doubt the best known exponent of eastern Norwegian folk music today. Born in 1932 in the heart of ‘flatfele’ country, Osterdalen, the son and grandson of noted counry fiddlers, Sven got his first fiddle at the age of nine. Sven is considered to be one of the most skilled annotators of fiddle music in all of Scandinavia.  To a great degree the folk music of eastern Norway is more similar to the folk music of Sweden than that of western Norway. For despite the formidable Kjolen (The Keel) mountain range which so dramatically divides Norway and Sweden geographically, there has hardly been any musical border between the two lands. Not surprisingly, there was a corresponding cultural exchange as well, and so the traditional music and dance of the two areas exhibit many similarities, having likely sprung from the same source. The most deeply-rooted dance rhythm in eastern Norway is the ‘pols’, which is the Norwegian counterpart of the Swedish ‘polska’ (not to be confused with the polka, a Continental rhythm of much later origin). In triple meter, some hundreds of years older than, and unrelated to, the waltz, the ‘polska’ reigned supreme as the national dance of Sweden for over two centuries. The best preserved example of this old dance form, however, is that which survives in the Roros district of Norway. Though the Rorospols, as it is called, has retained figures which are today found only in fragmented form in various parts of Dalama across the Swedish border, its rhythm has acquired a distinctively Norwegian character. Of musical mode in east Norwegian folk fiddling, Sven Nyhus says: “Most Roros tunes are played in major keys these days. But many things suggest that the older fiddlers operated in an area of tonality where the steps of the scale simply did not have fixed intervals. In other words, from today’s point of view, the tunes come out being something between major and minor.”

  Thanks to the lyrical genius of Edvard Grieg, the world at large is considerably more familiar with the folk music idiom of Norway than that on Sweden. A native of Bergen, on the west coast of Norway, Grieg was profoundly inspired by the music of Norway’s national instrument, the eight-string ‘Hardingfela’ (Hardanger-fiddle), which is indigenous to the western and southern districts of the land. Much of his music reflects the distinctive tonal effects brought forth by this unique folk instrument. In eastern and northern Norway the instrumental folk music tradition is carried on as it is in neighboring Sweden, by the ordinary violin, called the ‘flatfele’ (flat-fiddle) in Norwegian. Although there are several rhythmic and melodic similarities in the music associated with the Hardanger-fiddle and regular fiddle, there is a significant difference between the relatively free-form structure of west-Norwegian tunes and the more rigid motif developments of east-Norwegian tunes. Their respective individualities are further accentuated by the fact that the Hardanger-fiddle and ordinary fiddle have had very little common access to melodies which are related.

            About Norwegian folk rhythms. 

  Apart from the Marsj (March), the oldest rhythms in Nowegian folk music tradition, as heard on this album, are: Gandar (walking-dance) in 6/8 meter; Springar (running-dance) in 3/4 triple meter; Halling (a man’s acrobatic solo dance) in duple meter.

  The Pols, in 3/4 triple meter, has been described in the text above.

  The Vals (waltz), also in 3/4 meter, has three distinct forms illustrated in this recording: Springvals (running-waltz), in quick tempo; Nigvals (dip-waltz), a particularly rollicking rhythm; Stegvals (stride-waltz), in relatively slow tempo and likely related to a pre-polska rhythmic form.

  The Reinlender (Rheinlander) in duple meter, the Norwegian equivalent of the schottische.

	Bjorn STABI,  Pers HANS,   Kalle ALMLOF
	Three Swedish Fiddlers
	1991
	38:48
	label: Shanachie Rec. (USA)

  The three folk musicians on this album are of ‘Dala-Slakt’ (Dalecarlian lineage), and thus have a legitimate claim to the provincial dialect in which they play their tunes, that of Dalarna, Sweden’s famed ‘folklore province’.

  «A musician wants to set people in motion, both ‘inside’ and ‘outside’. Good music gives life to fantasy, to emotions and to the legs – the latter of which is all too often underrated. As long as there are musicians who understand the meaning of dance, there is hope. When musicians in this album play, there is double hope, plus an essence, a pulse and exuberant sensualism.»

	Arild  ANDERSEN                                                           
	Sagn
	1990                            
	67:29
	label: ECM

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

 Arild Andersen – норвежский контрабасист, много записывавшийся с Jan Garbarek, а также с  Bill  Frisell, David Darling, группой Masqualero и др.

Part I

Sagn – A Saga 
(Vocal parts:

1. In the tradition of Svein Hovden/Liv Greni

2. Lyrics by Jorunn Nomeland

3. In the tradition of Gyro Uleberg)

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

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

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

Reven – The Fox
Part III

Nystev
(Four line poem from the 18th century)

Lussi – St. Lucia 

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

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

	STALTI
	Livonian Songs
	1998
	66:58
	label: Riga Recording Studio

Stalty Family: Dainis [v, d, bells, pipe]; Helmi [v, harp, d, triangle, rattle-stick]; Julgi [v, vln, harp, drums, pipe, little stones, ocarina]; Raigo [v, bagpipe, pipe, harp, d, jew’s harp]; Davis [v, d, rattle-stick, panpipe].

The Livonians are possi​bly the smallest ethnic group in Europe. The lin​guists consider their lan​guage as the oldest among the Baltic family of Finno-Ugric languages. The Livonians have encountered less favourable fortune than other ethnic groups within the three Baltic nations, Es​tonians, Latvians and Lithuanians, who have been able to withstand the tumults of history and to preserve their languages, lands and coun​tries. However, the Livonians have still re​tained their ethnic culture and traditions.

About five hundred people consider themselves as part of the Livonian people. One among each three Latvians is known to have ancestors belonging to the Livonians. The Latvians have assimilated the Livonians and produced very tall men and dialects tinged by elements of the Livonian language as a result. Julgi and Davis, the children of the Stalti Family are the last to speak the Livonian language as their native one.

The Stalti Family are beginners of folk​lore movement in Latvia. Armed with their folk songs, traditions and rites they have struggled to regain the recognition of their national identity, towards free and inde​pendent Latvia.

Dainis and Helmi Stalti have established the Skandinieki, group of folklore friends, November 11, 1976 in Riga. A number of people who are nowadays lead​ers of Latvian folk groups have found their ways towards understanding and appreciation of folklore thanks to the Skandinieki. Through the years a lot of work has been done in expeditions across the country looking for folk narrators, exploring their inheritance. The characteristic resounding voices of the Skandinieki singers are easily recognizable, monumental and massive. The repertoire con​sists of a profound choice of songs, games and dances from all districts of Latvia. A vast variety of themes are covered. A special attention is paid to annual festivi​ties, exploring and promotion of family celebrations. The Stalti family has cherished the legacy of the Livonians in particular and the Latvians in gen​eral. The European prize for folk art was awarded in 1993 for publicizing of the heritage of the Livonians and fostering of understanding between nations. The Stalti family and the Skandinieki have toured abroad to the U.S.A., France, Finland, Sweden, Norway, Den​mark, Estonia and Lithuania.

Song is the sole language for the Livonian people to address the world's big and small nations in the future. It is the language the Stalti family is going to address You, dear listener, and tell you about the tight bonds between the ancient Livonians and the Sea, Nature and God. You will hear it in the shepherds' songs, lullabies, songs about the sea, annual rites, wedding traditionals.

	SEASONAL SONGS OF LATVIA
	Beyond the River
	1998
	53:50
	label: EMI Latvia -- marketed exclusively on Hemisphere (printed in Italy)

All songs – traditional.

LATVIAN FOLK MUSIC TODAY

Folk music played a significant part in the Latvian struggle for independence, which became known as 'The Singing Revolution'. In the late 1970's and early 1980's in Riga, new groups began forming — talented young musi​cians exploring the ancient traditions of their ancestors whilst using their individual creativity to breathe new life into the music. Unlike the regional ethnographic ensembles, they played music from many different areas of Latvia, and would travel into the countryside to learn songs from the old people who had known them from childhood. These new groups pride themselves in their ability to sing, play, dance, and make their own costumes. However, what makes them special is their willingness to look to the future as well as to the past. In centuries gone by, Latvian vocal and instrumental music were sel​dom heard together. In combining them, these groups add another dimension to their music, which has become known as 'post-folklore'. They sing and play with understanding and feel​ing as opposed to merely reproducing the songs they have inherited. This subtle creativity enhances the most alluring qualities of Latvian music. It is spiritual, etherial, melancholy, medi​tative. You can sense strong medieval roots. Each word has a prayer-like resonance as these songs stem from the pagan religion of the ancient Latvians.

THE DAINAS

The majority of Latvian traditional music is vocal. Folk songs have been passed on orally from generation to generation over the centuries. The earliest examples are thought to originate from the Bronze Age. It is due to the work of folk song collector, - most notably Krisjanis Barons — that the people of Latvia now have access to approximately 300,000 folk song texts, or 'dainas'. The dainas provide a valuable insight into the lives of the ancient Latvians. They do not tell stories so much as comment on certain aspects of ritual, belief and daily life.

Folk songs were an essential part of calendar festivities, such as Jani (summer solstice). Summer solstice songs usually contain the refrain ligo which means 'swing', and refers to the sun swinging on it's axis. They frequently mention the mythological figure Janis (John). Songs also served as an accompaniment to many aspects of family and community life, from everyday activities such as field work, to cele​brations such as weddings.

Folk song also holds the key to Latvian mytholo​gy. The dainas imply a direct correlation between the rhythms and cycles of human life and the cosmos. The sun, or saule, occupies a particular​ly important place in this mythology. Its course across the heavens is often presented in parallel to the course of a human life. Many folk songs describe how the sun appears on midsummer morning clad in silver. She travels across the sky in a horse-drawn golden carriage, and her silk skirts brush the tree-tops in the evening. At the end of her journey, she climbs into a golden boat and her horses bathe in the sea before meeting her on a hill the next morning. Incidentally, the Latvian word for 'world' is pasaule, which literally translates as 'under the sun'. Other important cosmic deities are Dievs (God), Dieva Deli (sons of Dievs), Saules Meita (daughter of the sun), Meness (the moon), Auseklis (the morning star), and Perkons (Thunder). Feminine deities, such as Mara and Laima, were also mentioned in folk song, as were the dawn goddess Austra and the fertility god Jumis.

ABOUT THE GROUPS

Auri was founded in 1991 under the auspices of group leader Maris Jansons, who is also founder of the National Music Centre. Like all the groups here, Auri plays a wide array of traditional instruments (see below). Their live shows are colourful spectacles with the group dressed in regional costumes. The songs themselves date back hundreds of years and the group is increasingly renowned for creating on stage and on record a feeling of ancient authen​ticity, even while their arrangements take liberties in allowing room tor creative interpretation. Besides Jansons, the group also features Daiga Tetere, Mikus Fevers, Dzintars Medenis, Dzintars Tilaks, Aigars Neimanis,  Oskars Zaians,  Sniedze Grinberga, Ieva Grudule, Anda Kolosova, Anda Beitane, Maija Sadovska and Ilze Enioa. This compilation provides their debut release.

Ilgi began in 1981 while Latvia was still under Soviet rule. For its musicians, the band provided a vehicle for cultural pride, an expression of heritage and, not coincidentally, a means of articulate protest for independence. Since independence, they has toured internationally, bringing the music of this underexposed culture to the world at large. "Our music is a meditative expression of our friend​ship, love and our Latvian identity," the group explains. "We tend to call it post-folkloric. We have always felt closely tied to the ancient folklore, our mythology, the rhythm and order of traditional life and its coexistence with nature. For instance, many of the songs we sing are about the sun, the moon,

the stars and passage through life. For us, folklore provides the impulse to play music freely. For us, music is a conversation between ourselves and those who lived and sang here hundreds, even thousands of years ago." The group is comprised of Ilga Reiznieve, Zane Dmite, Maris Muktupavels, Janis Abens, Arnolds Dale and Juris Kroies.

Grodi sings songs of the seasons, the summer solstice — Jani in particular on the selections pre​sented here. Grodi sings of the thousand-year old rituals associated with the mystical ceremony ot the solstice: meeting the day, making one sale and secure against the dangers of witches and sorcer​ers, and meeting the coming night. Says group leader Andirs Kapusts of the songs here, "they were brought from the traditions that live beside the Sivers Lake near Kraslava. In them we have tried to express our joy in the flowering world around us and our participation in it."

Rasa was formed in 1988 with the set purpose to help revive ancient, even forgotten traditions and, most of all, simply to revel in the joy of perfor​mance. Rasa is a word common to many Indo-European languages: it means dew, moisture. Rasa's arrangements of traditional material include outside influences, even minimalist and oriental accents. The group is comprised of Valdis Muktupavels, Ruta Muktupavela, Gita Lancere, Iveta Tale and Andris Veismanis.

INSTRUMENTS

Kokles - flat, wooden board zither 

Trideksnis - rattle stick 

Giga - trough fiddle 

Dudas - bagpipes 

Taures - wooden trumpet

Stabule - flute or whistle 

Bungas - drums 

Vijole - violin

Rata Lira - hurdy gurdy 

Akordeons - accordion 

Vargans - Jew's harp

The instrument perhaps most authentic to Latvia is the kokles. A Latvian legend maintains that the strings of the kokles represent the rays of the sun and that the instrument itself is the incarnation of the human soul. Folk songs tell how the kokles was played by the sun, or even Dievs (God). It has been referred to as zelta kokles (golden kokles) and 'the singing tree'. The kokles usually has five to twelve strings which are plucked with the finger​tips, with one string acting as a 'drone string'. It was traditionally played as a solo instrument.

ABOUT LATVIA

Latvia, one of the three Baltic states, covers an area of 64,589 square kilometres, with a popula​tion of approximately 2,500,000. It was part of the communist Soviet Union before achieving inde​pendence in 1991. The official language is Latvian, an Indo-European language. Almost half of Latvia is covered with forests, lakes, marshes and mead​ows. The land is flat, with many rivers, the longest being the Daugava and the Gauja. It is a land of blue lakes and white storks, of sacred oak trees and an abundance of golden amber. The natural beauty of this country has been the inspiration for thousands of songs, which in recent times have provided the Latvian people with strength, courage and pride.

--- Leah Zakss

[…]

	Ingrid  KARKLINS
	A Darker Passion
	1992
	39:23
	LATVIA 

label: Green Linnet Records (USA)

	Ingrid  KARKLINS
	Anima Mundi
	1994
	53:32
	label: Green Linnet Records (USA)

  Darkness within darkness

     Oh my dreams...

	Kirile  LOO
	Saatus (Fate)
	1996
	54:50
	label: Si-Wan Records (Korea)

Arranged by Peeter Vahi and Kirile Loo. Based on ESTONIAN traditional music.

Lyrics: traditional, in North Estonian, Setu and Kihnu dialects and standard Estonian. Consulting for ancient folklore: Igor Tonurist. Producer: Peeter Vahi.

Kirile Loo [lead voc (except 3, 12)]; Igor Tonurist [jew's harp, straw whistle]; Tuule Kann [kannel (Estonian traditional psaltery), older kannel]; Margus Rahuoja [bagpipe, reed pipe]; Peeter Vahi [k, lokk (wooden gong), percussion]; Peter Finger [g].

	Kimmo POHJONEN
	Kielo
	1999
	45:14
	label: Zen Master Records / RockAdillo Records (Finland)

All music composed and performed by Kimmo Pohjonen (1999)

Драйвовые и амбиентные импровизационные композиции; исполняются на аккордеоне + сэмплы + перкуссионные, голосовые и ноизовые саунды.

Этот финский аккордеонист совершенно замечателен колоритностью и энергетикой своей музыки. РЕКОМЕНДУЕМ!

1. Anastaja
2. Kalmukki
3. Emboli
4. Saatto

5. Kirkuna

6. Kova

7. Silmays

8. Kielo

9. Sirpale

10. Ammoin

11. Koruna

	Kimmo POHJONEN
	Iron Lung
	1999
	54:58
	label: RockAdillo Records (Finland)
1. ulaani

2. ohimo

3. anastaja

4. kalmukki

5. reaktio

6. aroma

7. silmays

8. alla

9. voima

10. avanto

music by Kimmo Pohjonen

The recipient of Folk Musician of the Year awards in 1996, 1997, 1998, and 1999, Kimmo Pohjonen has brought a modern sensibility to the traditional accordion music of Finland. A veteran of pop and rock bands, Pohjonen continues to apply what he's learned to the folk music of his homeland. His debut album, Kielo, released in March, 1999, was named one of the year's best albums by Finland's leading daily newspaper, Helsingen Sanomat. 

The son of a piano accordion player, Pohjonen began playing the button accordion at the age of ten. After studying classical music at Helsinki Conservatory, from 1980 until 1985, he continued to study classical and folk music at Helsinki's Sibelius Academy, which he attended from 1985 until 1996. During the same time, he studied at the Bagamoyo College of Arts in Buenos Aires, Argentina. 

Initially attracting attention with his melodeon playing as a member pop and rock bands, including Toni Rossi And Sinitaivas, Pohjonen was invited to join Finnish folk group Ottopasuuna. He remained with Ottopasuuna until 1998 when he briefly joined a rock band, Ismo Alanko Saatio. Pohjonen balances his solo career with performances and recordings in Pinnin Pojat, a duo that he shares with JPP fiddler Arto Jarvela. 

Pohjonen collaborated with Tapiola Sinfonietta in the spring of 2000 on an original musical production, Kalmusikkisin Fonia, that included a light show and quadrophonic sound effects. The show debuted with three performances at the Savoy Theater in Helsinki. 

Pohjonen teaches at Sibelius Academy.

	Kimmo POHJONEN
	Kluster
	2002
	52:07
	label: RockAdillo Records (Finland)   www.rockadillo.fi 

All sounds on this album are created by Kimmo Pohjonen's accordion or voice. 

Played by: Kimmo Pohjonen [accordion, voice]; Samuli Kosminen [accordion samples, voice samples].

www.kimmopohjonen.com 

1. ulaani

2. ohimo

3. loska

4. keko

5. reaktio

6. aroma

7. kaluaja

8. alla

9. voima

10. avanto

	NORDIC ROOTS (1)
	Cheaper Than Food: A NorthSide Collection
	1998
	77:49
	label: North Side (USA)  www.noside.com 

An ideal introduction to the vibrant traditional music scene developing across the Nordic lands: incredible playing, catchy tunes, brilliant arrangements and strange instruments playing pre-medieval as well as modern compositions.

1. Vasen
“30-Ars Jiggen • 30-Year Jig” from Whirled,
1997, Sweden

2. Hedningarna “Grodan / Widergrenen • Toadeater” (Trad., arr.) from Kaksi!, 1994, Sweden

3. Groupa “Imeland” (Trad., arr) from 15 Years, 1995, Sweden

4. Chateau Neuf “Den Store Paipolsen • The Great Pie Pols” from Stolen Goods, 1997, Norway

5. SWAP
“Red Jacket” (Trad, arr.) from SWAP, 1997, Sweden

6. Loituma “Eriskummainen Kantele • My Kantele” from Things of Beauty, 1995 Finland

7. Garmarna “En Gang Ska Han Grata • One Day He'll Cry” from Swedish CD single, 1997 Sweden

8. Vasen
“Brudmarsch... / Roddare I Barsark • Wedding March/Rowers Go Berserk” (Trad., arr.) from Spirit, 1992, Sweden

9. Hege Rimestad “Skinfakse • Delivering The Light” from White Arrow, 1997, Sweden

10. Hedningarna “Raven • Foxwoman” (Trad., arr.)  from Tra, 1994, Sweden 

11. Wimme “Bieggajorri • Weathervane” from Wimme, 1995, Finland

12. TapaniVaris “Fanitullen” (Trad.) from Jews Harp, 1996, Finland

13. Olov Johansson “Sjoankans Vals • Sea Duck's Waltz” from Storsvarten, 1998, Sweden

14. Hoven Droven
“Skvadern • The Skvader” from Groove, 1996, Sweden

15. Hedningarna “Bierdna • The Bear” (Trad., arr.)  from Hippjokk, 1997, Sweden

16. Wimme “Texas • Texas” from Finnish CD EP, 1996, Finland

17. Den Fule “Den Bla Slatten / Ormsla • The Blue Tune / The Legless Lizard” from Quake, 1995, Sweden
18. Troka
“Klockar Aleksanteri” (Trad., arr.) from Troka, 1997, Finland

19. Triakel “Alia Gossar • All The Young Men” (Trad., arr) from Triakel, 1998, Sweden

20. Vasen
“Langt Ner I Smaland / Slangpolska • Way Down In Smaland / Swingpolska” (Tallroth / Trad.) live, prev. unreal., 1998, Sweden

#10, 15 – есть в Каталоге на номерных дисках.

	NORDIC ROOTS 2
	NorthSide 2000
	1999
	77:19
	label: North Side (USA)  www.noside.com 

From the Land of the Midnight Sun comes a wave of new music rooted in traditional culture but infused with contemporary perspective. Across the Nordic lands a new generation of musicians is discovering their own folk traditions and breathing new life and energy into tunes, dances and instruments handed down for centuries.

From Swedish nyckelharpa to Sami yoik, Finnish kantele to Norwegian Hardanger fiddle, young musicians are taking ancient traditions and fusing folk music with the contemporary influences of rock, techno, jazz and new age. The results are spellbinding and tremendously diverse, making this the single hottest region for interesting and exciting world music developments.

1. Boot “Vildbonung” --  Wild Honey; music A. Rosen / M.Eden, arr. Boot. ‘Virvla’ 1999 Silence, Sweden

-- Boot is Bjorn Tollin and Hallbus Totte Mattsson from Hedningarna (см.) plus Ola Backstrom from SWAP. Pine forest polskas and rustic waltzes are given a new dimension as three skilled players work together with three whirling dancers. The dresses of the two females sweep the floor as they whirl around the lone male.

Virvla (veer'-vla, "whirl" in Swedish) shows how Nordic dance music, sometimes aglow with the midnight sun, sometimes somber as the winter tundra, has a strong kinship with the fiery flamenco and the passionate tango.

2. Hedningarna (см.) “Mettsan Tytto” -- Forest Maiden; trad., arr.  ‘Karelia Visa’
1999 Silence, Sweden

3. Swap
“Schankheden /Terry Crehan's”; Ola Backstrom/trad., arr. Swap  ‘[sic]’ 1999 Amigo, Sweden

-- Two Swedes and two Brits; two men and two women; two Nordic folk fiddlers and two traditional Celtic musicians. This is SWAP: the inevitable confluence of two distinct but related musical cultures by a quartet of gifted players. Their music moves effortlessly from Swedish polska to Irish jig, from Scandinavian "vals" to British waltz, with swinging arrangements, memorable original compositions, grace, respect and passion. 

"Carr’s guitar work fits perfectly, Tweed's accordion dances between a menacing growl and a melodic rolling, and the twin fiddles of Backstrom and Normansson weave and flow magically." --- Irish Edition
4. JPP
“Antin Mikko”;
trad., arr. Alakotila & A. Jarvela ‘String Tease’
1998 Rockediiio, Finland

-- JPP is Finland's premier fiddle band, with a core of four fiddles, double bass and harmonium. With this lineup, they can create a "wall of fiddles" which fills any room with sheer ecstasy.
From the band's inception in the mid-80s (as documented on History), their sophisticated string arrangements and original compositions have earned JPP an international reputation in the world of acoustic music.
Its members are active in a number of other Finnish folk ensembles, including Troka, and appear as guest musicians on numerous Nordic recordings.
"JPP proffers a polyphonic wall of sound that is as rich in high-flying lyricism as it is in earthy, rhythmic verve." --- Billboard

"JPP has enormous range. It can play with the refinement of a classical string orchestra, but it can just as easily bring a dance floor to critical mass, cooking like some kind of nuclear string band." --- Boston Herald
5. Rosenberg 7
“Min Brollopsdag” -- My Wedding Day; trad., arr. S. Ahlback ‘R7’ 1999 Drone, Sweden

-- Susanne Rosenberg, one of Sweden's leading traditional singers, formed this group together with three young singers and a heavy sounding string trio of fiddle, viola and cello. With the help of producer Ale Moller of Frifot they have captured their unique arrangements on a brilliant new recording.

R7 is a powerful sound unlike anything you've ever heard before.

"...(a) sprited, rhythmic platter which truly captures the energy, humor, and beauty of Rosenberg 7." --- New Age Voice
6. Troka
“Kesaillan Tvist” -- Summer Night Twist; V.Ojanen  ‘Smart’ 1999 Kansanmusiikki-instituti, Finland

-- Troka are a group of young musicians on a unique development path in the world of Finnish acoustic music. The violin-viola-accordion core presents the melodies while harmonium and double bass maintain a solid foundation. With roots in the innovative fiddle group JPP, Troka freely mix traditional folk tunes and original compositions, with a very contemporary attitude.

"...epitomizes the new music ethos in Finland, to leam from the tradition but never be held back." --- amazon.com

"...richly complicated arrangements of catchy folk melodies, some eerie and some toyous..." --- Atlantic Monthly
7. Ale Moller  “Jord och Himmel” -- Heaven and Earth;
A. Moller  ‘The Horse and The Crane’ 1996 Amigo, Sweden

8. Vasen
“Ploska”;  M. Marin ‘Gront’ 1999 Xource/MNW, Sweden

-- Vasen (veh'-sen) is our (admittedly biased) candidate for The Best Band in the World. The band's origins are deeply rooted in the forests and rich earth of the Swedish countryside and in the centuries-old tradition of the folk music of Uppland. For their first six years (neatly compiled in Spirit), they performed as a trio of Olov Johansson on the nyckelharpa (Swedish keyed fiddle), Mikael Marin on viola and Roger Tallroth on guitar, mixing traditional tunes with original compositions in creative arrangements which feature dazzling instrumental interplay.

On Whirled they added percussionist Andre Ferrari, and accomplished what few of us thought was possible: to bring the band to an even higher level. Gront shows a darker side of the band, with indelible melodies and unexpected twists. There is simply no rival for the boundless energy and acoustic ensemble telepathy achieved by Vasen.

"..these four musicians... play with such genuine passion and glee that eveiything on the globe seems to disappear except their hometown fires." --- NPR's All Things Considered
"..full of inspiring melodies and fine musicianship."--- Acoustic Guitar
9. Garmarna “Vedergallningen” – Vengeance;
  S. Brisland-Ferner/trad. ‘Vengeance’ 1999 Massproduktion/MNW, Sweden

-- With roots firmly planted in Nordic folk music, Garmarna (gar'-muh-nuh) creates their own, influenced by the rock'n'roll they've all grown up with. They create a true fusion of the ancient and the modern, playing medieval murder ballads with rock and trip-hop production techniques, melding the transcendent with the subterranean. Above it all soars the voice of Emma Hardelin, who possesses one of the most compelling female voices on the planet.

"Once you've lifted your jaw off the floor at the way ancient and modern fit seamlessly together, you'll find yourself completely hypnotized." - Wired
“A veritable triumph." - Magnet Gods Musicians
“...an Exceptionally Transcendent Life-Changing Thunderbolt From God." - Addicted to Noise
10. Sorten Muld “2 Sostre” -- 2 Sisters; Sorten Muld / M. Ottosen / trad. ‘Mark II’ 1997 Sony Music Entertainment (Denmark)

-- Sorten Muld blow the dust off centuries of Danish music, and transform it into something very contemporary, modern, and exciting. The 3 core musicians take Nordic ballads hundreds of years old, and stage them as electronic and techno tracks.

Ulla Bendixen's vocals, at times whispering, at times soaring, are at the center of the mix. The lyrics are in Danish—English translations provided—but the stories are so bloody and filled with superstition and magic, that the language becomes irrelevant and the experience hard to shake.

"...reinventing the music to make it relevant to a completely new generation." --- The World
11. Annbjorg Lien
 “Loki”;
A.Lien/B.Rasch
new album 1999 Grappa, Norway

-- Annbjorg Lien (ann'-byorg lee-ehn) is renowned for her work on the hardanger fiddle, both as a player of Norwegian traditional music and as a composer of new pieces.

Her masterful hardanger fiddle playing was introduced to North America on the Sweet Sunny North recordings made in Norway in the early 90s by Henry Kaiser and David Lindley. Two solo records, Felefeber and Prisme on the Shanachie label followed. Annbjorg's sound is expanding from her Norwegian traditional roots to incorporate Middle Eastern, Irish, and electronic influences. She is also a member of Bukkene Bruse.
Even as she broadens the scope and reach of her music, Annbjerg Lien remains committed to her native traditions: "Behind every traditional hardanger fiddle tune there is always a story, always a fairy tale, and you actually tell the stories when you play the fiddle." 

"The droning tones and clipped melodies of the Hardanger fiddle create a beguiling sound of suspended exultation." --- Utne Reader
12. Sanna Kurki-Suonio “Polska Release”; S.Kurki-Suonio. arr. S.Kurki-Suonio ‘Musta’ 1998 Zen Garden, Finland

13. Wimme  “Gierran” – Enchantment;   W. Saari, T. Rinne, P. Saastamoinen  ‘Gierran’  1997 Rockadillo, Finland

-- With Storsvarten, ("the big black one") Olov Johansson (oo'-lov yo'-ahn-shon) his nyckelharpa step out on their own, with a litUe help from his Vasen bandmates, plus occasional organ and piano accompaniment.

"...without any doubt, one of the greatest instrumentalists I have ever heard." --- David Harrington, Kronos Quartet

Shamanistic chant meets modern electronics. Wimme (vim'-may) is a Finnish Sami yoik singer; a traditional vocal style that has much in common with Native American music. He takes 'free yoik' to a new level, combining evocative unaccompanied vocals with the ambient/industrial soundscapes of the backing band RinneRadio. Wimme's yoik can also be heard on Hedningarna’s Hippjokk album

"Wimme is a star, no doubt about it, someone whose gift goes beyond genre.  ...one of the most perfect fusions yet." --- Rhythm Music
"...achingly beautiful, starkly ornamented. This is how modern folk music should sound." --- CMJ
14. Loituma  “Salaisia Kyyneleita” -- Secret Tears; G. Malmsten, R. Ranta, arr. S. Kauranen ‘In The Moonlight’ 1998 Kansanmusiikki-instituti, Finland

-- Loituma (loy'-tu-mah) is a young quartet who combine the Finnish vocal tradition with the exquisite sounds of the kantele (Finnish harp). At ease with four-part unaccompanied vocals as well as four-part kantele instrumentals, their first release was one of the New York Times top world music releases of 1998. Their music appeals to the Finnish traditional music audience, as well as lovers of pleasant, more quiet acoustic vocal and harp music. Yet, like the Finns themselves, it has its dark moments and deep shadows.

The incredible Finnish voices of Hedningarna (Sanna Kurki-Suonio and Tellu) both had their start in an early incarnation of Loituma. Loituma lead singer Anita Lentota  replaced Tellu in Hedningama, and now performs with both bands.

"...they bring the music an angelic purity... hamionize in ethereal voices, accompanied by the chiming tones of a five-string harp and an occasional fiddle. The melodies are kin to Celtic and medieval music, ranging from jaunty waltzes to sustained, otherworldly chorales that seem to float between centuries.” --- Jon Paroles, New York Times
15. Varttina (см.) “Kyla Vuotti Uutta Kuuta” -- The Village Awaits The New Moon; trad., arr. S. Kaasinen ‘Seleniko’ 1992 Varttina, Finland
  -- Original and traditional Christmas songs with the voices of Varttina and arrangements by the brilliant Timo Alakotila (JPP, Troka, Maria Kalamemi's Aldargaz). While the lyrics and style are decidedly Finnish, the universal spirit of Christmas shines through. "...haunting, plaintive vocals and a shimmering version  of 'Silent Night' performed on the kantele..." -- Washington Post

16. Bask
“Polonaise from Sexdrega”;
trad., arr. Bask
‘Bask’ 1999 Xource/MNW, Sweden

  -- A brilliant acoustic trio of three Swedish masters: Jonas Simonson (Groupa, Den Fule) on flutes, Sten Kallman (Den Fule) on saxes and percussion, and fiddler Hans Kennemark (Forsmark Tre). Bask (behsk) bring fresh arrangements to the acoustic trio sound, taking melodies designed for solo fiddle and arranging them for a trio. The intricate interplay of these three musicians propels a wonderful set of traditional and original tunes.

17. Frifot “Stiennur/ Jarven” -- Stars / The Glutton;  L. Willemark / A. Moller
‘SummerSong’ 1996 Caprice, Sweden

-- Swedish acoustic masters, Frifot (free’-fut) brings together three of the most colorful characters in the Swedish traditional music scene, all with deep roots in the tradition. Ale Moller is a talented multi-instrumentalist. Per Gudmundson is one of Sweden's most beloved fiddlers who has also made crucial contributions to the revival of the Swedish bagpipe tradition. And Lena Willemark is a world-class singer known as much for her jazz work as her interpretations of

traditional ballads. Together they create powerfully contemporary music that gives new life to the old traditions.

These three masters also form the basis of the Nordan Project, who have released two successful recordings on the ECM label.

“...offers an authoritative trip across the folk landscape." - Richard Gehr, Escape
"I am always looking for a sound where one note tells a story. One must find the right note, and play it." - Ale Moller

Ale Moller (ah'-leh mull'er) found his way home to Swedish traditional music by many devious routes. He is one of the major forces in the search for new sounds and expressions of Nordic music. His mastery of traditional Swedish folk instruments allows him to bring new instruments to the old music with stunning results.

18. Anon Egeland
“Treskarens Vals” -- The Thrasher's Waltz; trad., arr.   ‘Anon’ 1999 Grappa, Norway

-- After two decades fronting duo and group projects, Anon Egeland (o'-non egg'-eh-lund) has released a solo album. He's been well-respected for years in Norwegian and Swedish music circles, having learned these rare tunes directly from traditional players who passed away some 10 to 15 years ago. Until now most of these tunes were kept alive by Anon alone; now they can circulate among today's and tomorrow's players to live again in the  folk tradition.

19. Sari & Mari Kaasinen
“Me Kaymme Jouloun Viettohon” --
‘Tis Time To Celebrate; M. Turunen / M. Isola
‘Can We Have Christmas Now?’ 1993 Mipu Music. Finland

20. Bukkene Bruse “Bruremarsj fra Osterdalen” -- Wedding March from Osterdalen; trad., arr. ‘The Stone Chair’ 1999 Grappa, Norway

-- The Stone Chair is their third album of innovative arrangements, played on a mix of traditional and modern instruments, featuring the hardanger fiddle of Annbjorg Lien. The hardanger fiddle is a violin with a flatter fingerboard and a set of sympathetic steel strings that resonate as the instrument is played. Bukkene Bruse's repertoire draws from many areas of Norway, combining regional traditions with a number of original compositions.

"...a sound that is serene, instantly appealing and quite timeless." – CMJ

21. Groupa “Lavalek” M.Eden  ‘Lavalek’ NSD 1999 Xource/MNW. Sweden

-- Veterans of the Swedish folk revival (as documented on 15 Years, a retrospective compilation), Groupa (grew’-pah) has been a name long associated with innovation and leadership.

Their latest, Lavalek assumes the mantle with strong, high-energy performances of original compositions in the traditional style. Mats Eden's fiddles and accordion mesh with the flutes and saxes of Jonas Simonson (Bask, Den Fule), underpinned by Rickard Astrom's inventive keyboard arrangements. The fresh new voice of Sofia Karlsson (yet another extraordinary Swedish female singer) joins the band for this release, alongside the unpredictable Norwegian percussionist Terje Isungset.

Many important figures in the Nordic music scene have worked with the band, including Ale Moller and Lena Willemark from Frifot. Hallbus Totte Mattsson from Hedningarna and Boot, and Gustav Hylen from Hoven Droven.
"Groupa have been labeled jazz, avant-garde, folk, and ambient in their career, but all those tags blur to irrelevancy. The band is unique unto itself." - amazon.com
"...breathes new life into traditional styles...with spirited playing and inventive arrangements." – Rhythm
22. Hoven Droven
“Brekken” trad., arr. ‘More Happy Moments...’ 1999 Home Records, Sweden

-- Sanna Kurki-Suonio (sahn'-nah kur'-kee swo'-nyo) is a Finnish vocalist who understands the rich tradition of her instrument, but is also interested in exploring contemporary styles and techniques. Branching out from Hedningarna, Musta frames her mesmerizing voice with electronics, showing a directness and restraint which is rare for these kinds of projects. Rather than overwhelming her beautiful voice with samples and drum machines, the singing is always front and center, and the backing tracks feel seamless and natural.

"..a fascinating, dark-hued sound." - Rhythm 
The closest English translation to Hoven Droven (hoo'-ven droo'-ven) is "helter skelter" or "whatever," which happens to also describe the band's relationship to their Swedish roots. Taking traditional melodies and kicking them hard is the band's most dominant approach. They routinely rock your socks off.

Fiddler Kjell-Erik Eriksson grew up in the tradition (you can hear his acoustic fiddle in Triakel), but he loves his wah-wah pedal very much. Hammond organ, deep bass, screaming guitar leads, pounding tom-toms, and lyrical sax solos complete the mix. Spare socks recommended.

"..blows your speakers in waltz time." – Rhythm


DEUTSCHLAND,  AUSTRIA,  SWITZERLAND

	Mechthild Von LEUSCH
	Aith Ochnal  (Rungholter T(nze, Zweites Buch)
	1993
	45:06
	label: Abraum (Hamburg)

Тираж: 1000 экз.

Это Вторая Книга Рунгхольтских танцев. Поскольку в первой содержались танцы раннего периода, то во второй охватывается более позднее время. V.V.L. сделала это разделение чтобы собрать две гомогенных подборки, которые вместе составляют широкий диапазон Рунгхольтской музыкальной культуры. Рунгхольт впоследствии подвергся религиозному повреждению, культурному давлению и стал политически бесперспективен. Прежние старые боги должны были отступить под давлением христианства, искусство оказалось подавленным и сам Рунгхольт начал терять политическое и экономическое значение. В 1202 г. был введён грегорианский календарь. По сравнению с другими европейскими регионами, это произошло поразительно поздно. Уравновешивание времени с этим значительным новшеством, вызвало необходимость эту более позднюю фазу танца подогнать к соответствующим датам, которые в старинных манускриптах были совершенно отчётливо высчитаны. Что в настоящее время и было использовано в качестве очень ценных ориентиров. Поэтому можно с уверенностью утверждать, что танцы этой Второй Книги возникли между 1200 и 1362 гг. Мы обнаруживаем сильную искусственную архаизацию и длительное рафинирование этих танцевальных движений, которые изначально исполнялись в Рунгхольте раннего средневековья и до него. На смену им пришли более утончённые и рафинированные композиционные формы, в которых иногда уже ощущается влияние средне-европейских музыкальных традиций.

  Особый интерес с точки зрения истории культуры представляет собой Рунгхольтский «Маленький Танец» (№ 23). Это отчётливое подтверждение профанации древнейшей веры в богов. В прежние времена в Рунгхольте почиталась богиня ветра Berghet, которой этим маленьким танцевальным эпизодом поставлен последний памятник. Однако, в нём отсутствует сакральный impetus (смысл); но, тем не менее, он показывает, что Berghet жила в народных легендах. Этот маленький танцевальный эпизод, имеющий отношение к Berghet, высвечивает тот источник, который в сегодняшней терминологии является чем-то вроде шлягера. Этот танец через границы Рунгхольта распространился в области северной Германии и в других музыкальных сборниках этого времени он совершенно однозначно приписывается Berghet.

  Iwersen Duer – спутник жизни M.V.L. – дал толчёк исследованиям Рунгхольтской культуры. И именно ему мы должны быть обязаны тем, что эти 28 Рунгхольтских танцев остаются единственным источником этого вида искусства. Мы также до сих пор ещё не можем по достоинству оценить научное значение работы M. V. L. Её заслугой остаётся то, что те немногие факты, на которых основывается история Рунгхольта – благодаря ей мы имеем теперь их в своём распоряжении.   (перевод с немецкого)

	Die  NAHETALER
	Herzlichen Gluckwunsch
	1995
	40:13
	Немецкие народники; можно сказать – народный шлягер.

Dr. Rolf Stubenrauch [gesang, clarinette]; Martin Wirsing [trompete, gesang]; Lothar Kihr [tuba, bassgitarre]; Andreas Hauf [gitarre]; Thilo Schultz* [akkordeon]; Gunter Christ* [akkordeon].

	FRAUNHOFER  SAITENMUSIC
	‘96
	1996
	48:49
	traditional dances & melodies

Richard Kurlander [harfe, hackbretter, Ungarische hirtenzither]; Heidi Zink [hackbrett, blockfloten]; Gerhard Zink [kontrabass]; Michael Klein [gitarre].

Очаровательная (и чисто инструментальная) прогулка по европейскому (в-основном немецкому) фольклору. Открытием здесь является, конечно, не сама народная танцевальная музыка, а то, как вкусно она сделана этими немецкими энтузиастами (коллектив существует с 1978 г).

1. Böhmen I .................................. 3.08

trad. / R. Kurl(nder

2. Salzburger Tänzchen und Bourrees ............ 4.34

Tobi Reiser und trad. / R. Kurländer

3.Menuett ................................... 2.41

Michael Haydn / M. Klein

4. Suserl-Zwiefacher ........................ 2.07

trad. / R. Kurländer

5. Weihnachtsmenuett und 2 Deutsche ......... 2.39

trad. / R. Kurländer

6. Ruggusseli und Ungarische Tänze ............ 4.51

Fr. Fuchs / R. Kurländer und trad. / R. Kurländer

7. Stockerauer Tanz ......................... 2.58

trad. / M. Klein

8. Taguhi................................. 2.27

Richard Kurländer

9. Fanny Power und Cantabile (Wassermusik)................ 3.52

Turlough O'Carolan / R. Kurländer und J.F. Händel / M. Klein

10. Böhmen III ............................ 2.55

trad. / R. Kurländer

11. Böhmen II ............................. 3.02

trad. / R. Kurländer

12. Mulirad ...............................2.49

trad. / M. Klein

13. Menuett aus der St. Gauner Gegend .........2.54

trad. / R. Kurländer

14. Wechselspiel ...........................3.52

Richard Kurländer und trad. / M. Klein

15. Villancico de Navidad ....................3.08

Agustin Barrios

	DIE BESTEN SCHRAMMELN INSTRUMEN-TAL
	The Best of Schrammel Musik Instrumentals – Soul Music of Old Vienna (1908-1935)
	1997
	73:59
	label: Trikont (Munchen) (/Indigo, /RecRec)

"Schrammelmusik" is addictive
It's like oil in the veins. Only two violins, a button accordion and a contraguitar are needed, but they must play the old dances: not the watered down stuff offered to bus-loads of tourists every day in the noisy wine bars of Grinzing.
Good music doesn't prostitute itself. Good music must be searched for. It can only grow in silence. The soaring notes of the violins, which are soft and gentle even in the highest register, mingle with the velvet harmonies of the squeeze-box and with the dry bass of the contraguitar, a Viennese speciality with two necks. In the quartett of the Schrammel-Brothers originally the accor​dion part was played by a small clarinet but by the late nineteenth century this was already a rarity.

In 1878 two classically trained violin players, the Schrammel brothers, being short of money, founded a trio with guitarist Anton Strohmayer called »Die Nussdorfer« after the suburb of Vienna where they performed. With the addition of clarinet player Georg Danzer the quartet produced a sound which the audience loved so much that the Schrammel brothers were treated with the greatest respect, noisy taverns falling silent when they began to play. Following their success many similar bands formed and taverns (Heurigen) where the local wine was drunk became their venues. Despite its origins in rural dance music »Schrammelmusik« was never danced to. It was the opposite: the audience came only to sit and listen.

1. Schrammelquartett Pepi Wichart
HALLO, DA SAN MIR MUNTER Marsch (Alexander Katzenberger)
Homocord 4-3602-1 ((H-62652), circa 1935
This march was composed by Alexander Katzenberger (1832-1892) and is still popu​lar today. The chance of speed and senti​mental phrases are important features of an authentic »Heurigen«-march. You can't march to it unless you're drunk.
2. Button Accordion accompanied by Schrammelband
DORNBACHER LANDLER (anonymous)
Beka B. 4152 (230), circa 1925
This is a slow »Landler« dance. It took its name from the vine growing area of the  17th   Viennese  community  district. Travelling down the Danube on log rafts fiddlers   from Linz brought dance tunes which developed into a more sophisticated style in Vienna.
3. Waldschnepfen-Terzett
OLD VIENNESE DANCES, PART 1
(anonymous)
Polyphon Record 16013 (26098), circa 1912
4. Waldschnepfen-Terzett
OLD VIENNESE DANCES, PART 2 

Polyphon Record 16013 (26099), circa 1912
The band got its name from a tavern in Dornbach where old Viennese songs were sung. It is likely that the guitarist is the legendary Anton Strohmayer, a member of the original Schrammel brothers quartet. These dances are the archetype of the tra​ditional music of Vienna. They have nothing to do with dancing and take their name from their origins in the »Landler« dance.
5. Original Trocadero-Ensemble »D'Lanner«, Wien
DORNBACHER HETZ-MARSCH (Johann Schrammel)
A.B.C. Grand Record 2143 b (54609), circa 1912
This march starts in 6/8 time and chan​ges later to 4/4. It was one of Johann Schrammel's best pieces and became known far beyond Vienna.
6. Original - »Maxim« - Quartett
SCHNOFFLER-TANZ (Johann Mayer/Jakob Schmalhofer)
Union Record Nr. 151 (151), circa 1918
This is probably Anton Strohmayer again with a »dance« which would be played differently today. It starts in a slow, free rhy​thm and steadily gains pace until it ends in near ecstasy.
7. Waldschnepfen-Terzett
KURMEYER, MARSCH (Alexander Katzenberger) 

Zonophone Record 60197 (2408 ak) 1913
Another genial piece from Alexander Katzenberger.
8. Violin duo accompanied by piano
SCHLEUDERER-TANZE (Hans Schleuther)
Zonophone Record 17722 (16372 1) circa 1914
The use of piano instead of button-accordion and contraguitar is a stylistic inconsistency. But Schrammelmusik was never pure and static. Different line-ups exi​sted. If a tavern could't afford a whole quar​tet, why not use a piano.
9. Original Wiener Trio (violin, harp and button-accordion)
WIENERWALD-LANDLER PART 2 (anonymous)
Zonophone Record 16982 (13781 1) 1912
The harp in Schrammelmusik died out around the turn of the century. The instru​ment was already out of fashion when this track was recorded.
10. Lanner-Quartett »Trocadero« Wien 

HEURIGEN-TANZ (D'TANZ) (Johann Schrammel) 

Telra-Record 164 a, circa 1912
This is probably the same band as the ensemble »D'Lanner« on track 5. They made more recordings than any other Schrammel​band, many with female singer Maly Nagl.

11. Original Wiener Piccolo-Duett »Die picksuassen Holz'ln« accompanied by Lannerquartett »D'Ankerln«
WIENER HEURIGEN TANZ'
Columbia Double-Face Record 0-6468 (66491), circa 1908
The song »Mei Vater hat g'sagt ...« (My fat​her said ...) played by high-pitched flutes with short vibrato is later transformed into a »Landler«-melody.
12. Zither-Quartett Rupp-Krause
GALANTERIE-TANZE, WIENER TANZ (Erwin Minnich)(Georg Bertl)
Polydor 23297-6 (880 BD), circa 1935
The zither was mainly used by solo enter​tainers. You can still find zither orchestras in Vienna today.
13. Strohmayer-Kemeter Harmonika-Duett
MIZZI STARECEK-MARSCH (Rudi Strohmayer)
Columbia DW. 4747 (WHA 280), 1930
In this march the accordionist demonstrates his virtuosity by playing as fast as possible.
14. Original Wiener Schrammel-Quartett »Lenz«
MASS-WEIN-TANZ (Trad.) 

Zonophone Record 528055 (2152 ab) 1910
The quartet Lenz was known for its authen​tic style. Their Viennese dances start slowly with the violins imitating the sound of a yodel.
15. Original Wiener Volksmusik D'Lanner Trocadero, Wien
WIENER WALZER-POTPOURRI PART 1 (Schrammel)
Jumbo-Record A. 90096 (V.O. 445 b) circa 1908
16. Original Wiener Volksmusik D'Lanner Trocadero, Wien
WIENER WALZER-POTPOURRI PART 2 (Schrammel)
Jumbo-Record A. 90097 (V.O. 446 b) circa 1908
The full sound is a result of the slow vibra​to of the violin tone which is a Viennese speciality.
17. Rudi Strohmayer button accordion solo
SLIBOWITZ-TANZ (Rudi Strohmayer)
Columbia DW. 4747 (WHA 281), ca 1930
This is a show piece for accordion virtouosos. The tempo increases to racing speed then falls back to a slower drun​ken pace.
18. Bruder Mikulas (button accordion and violin) 

SCHMALHOFER-TANZ, ALTWIENER TANZ (Johann Mayer/Jakob Schmalhofer)

Polydor 24050-6 (3949 BD), 1931
This recording is a collector's item. Only a duo, the accordinonist has to play the bass with the left hand, somthing rarely done in an ensemble.
19. Lanner-Quartett
LANNER WALZER-POTPOURRIE, PART 1 (Josef Lanner)
Zonophone Record 17333 (15323 1), circa 1910
Lanner-Quartett
LANNER WALZER-POTPOURRIE, PART 2 (Josef Lanner)
Zonophone  Record 17333  (15324 1), circa 1910
These are wonderful waltzes played by the Lanner Quartett. Even a mediocre band can't kill a Lanner Waltz. This is why they are highly popular with tourist orchestras.
20./21. Quartett Lenz
WEANER TANZ PART 1 & 2 (Johann Mayer/Jakob Schmalhofer)

Pathe 51093 (90939 RA), circa 1910 Pathe 51094 (90942 RA), circa 1910
The exciting thing here is the tempo of the violin melodies which are impossible to write down. It is fortunate that a recording has survived.

22. Neuwirth Extremschrammeln
A TANZ FUR'N FRANZ (Roland Jos. Leop. Neuwirth) 

ORF-Prod. der Feature Redaktion
23. Neuwirth Extremschrammeln
BB-TANZ (Walther Soyka)
ORF-Prod. der Feature Redaktion
24. Neuwirth Extremschrammeln
CITY-RAMA (Roland Jos. Leop. Neuwirth)
ORF-Prod. der Feature Redaktion
These are not recordings of the 30s. This is contemporary »Schrammelmusik« of 1987. Roland Neuwirth's own band »Extrem-schrammeln« present three pieces to prove that the old soul music of Vienna is still moving on.

	The ALPS
	Music from The Old World
	1994
	67:32
	label: World Network

THE MUSIC OF THE ALPS

Europe's highest mountain range traces a sweeping arch from west to east. running from Genoa in Italy almost all the way to Vienna. Though the Alps pass through eight states (the Principalities of Liechtenstein and Monaco, France, Italy, Slovenia, Austria, Germany and Switzerland) the musicians featured on this album are from German-speaking Switzerland, from the Alpine areas of Austria and from Bavaria, which is Germany's only Alpine region.

Those who live in the Alps today are linked not only by their German language, though the dialect of the Austrians and Bavarians is very different indeed from that of the Swiss. They also share a common culture, based for the most part on the rural pastoral economy still to be found there today, with its remote valleys and high mountain pastures. All the same, we should not underestimate the influence of modern-day tourism and folklorism. Alpine folk songs are predominantly hunting and pastoral songs or romantic songs of love and homeland, performed in a chord melody like many of the instrumental dances.

Alpine folk music has exerted a particular fascination since the age of Romanticism and, for many, it has come to epitomize German and even Central European music as a whole. Although this may well have ensured the survival of the Alpine music tradition, it has also made it difficult to maintain a natural and genuinely progres​sive traditional form. All too often, the music of the Alps is presented as the thigh-slapping stuff of grinning, dirndle-clad maidens and men in lederhosen. Attempts to counter this cliche tend to go too far in the opposite direction, puristically pro​tecting Alpine culture like a museum piece. Even in an area where traditions appear to have survived as strongly as they have in the Alps, one is hard pressed to find authentic -- i.e. living and changing -- lyrics and melodies.

The young Swiss musicians on this album were probably the first to invite older traditional dance musicians to join them on stage, demonstrating, as they did at the Lenzburg folk festival, that the music of the taverns and the dance halls possesses a power and radiance to rank alongside any Irish jigs or reels. The Husmusig Jeremias vo Barn are amongst the pioneers of the

Swiss folk revival. A typical feature of their dance music is the melodic and harmonic ornamentation which clearly distinguishes it from the music of other Alpine areas. Italian and French elements are obvious, as is the influence of the "travelling people" adopted by the dance musicians and refined by 19th century composers.

Whereas the Jeremias musicians play the melody line on violins, using the hammered dulcimer only as an accompaniment, the Appenzeller Space Schottl use it as a melody instrument. Tobi Tobler, the ham​mered dulcimer player and Ficht Tanner, the bass player, are regarded as masters of the Appenzeller free style. In fact, the very name "Appenzeller Space Schottl" suggests that they are rather different from pure dance music bands and that they do not wish to disguise their affinity with folk, rock and jazz.

In addition to the Appenzeller hammered dulcimer, the accordion or Schwyzeroergeli is one of the most commonly used instru​ments in Swiss folk music. It is often played by large dance bands to accompany clarinet music, or as a solo instrument or, as with Mosibueba, in small groups. Another typical accompaniment is the double bass which is played as simply as possible, even by professional bass players.

The Schneeberg region in lower Austria, home of the Schneebergbuam, is, musically speaking, one of the most interesting Alpine regions. It is regarded as the cradle of the three-voice style so typical of Austrian and Bavarian song. Towards the end of the 19th century, folk musicologists discovered this unknown singing technique and issued a collection of three-voice songs and Jodler from the Schneeberg. The Bavarian musicologist and singer Paul Kiem, better known as Kiem Pauli, was so enthralled by the harmony of these songs that he encouraged Bavarian singers to adopt the Schneeberg style three-voice song. This style has become so popular throughout the entire region in the last 60 years that the singers themselves already regard it as traditional. The song of the Schneeberg singers includes yodelling, probably the most typical sound of the Alps. It is created by rapidly switching the voice from low chest-notes to falsetto-like head-notes. Originally a call used by Alpine herdsmen, it later became used to express joy or simply to entertain.

The sheer exuberance of the yodelling by the Citoller Tanzgeiger from Steiermark can hardly be ignored when they perform their lively dance pieces. By contrast, the slow Jodler accompanied by violin and bass tend to be played on more sombre religious occasions or towards the end of a dance evening. Apart from these quieter tracks, the Citoller Tanzgeiger are also known for their lively violin playing and dance music.

Familie Engel from Reutte in Tyrol de​monstrate the affinity between Alpine folk music and such composers as Haydn or Mozart. Courtly dances such as the "Nationalmenuett" have become parti​cularly popular in Austria and Bavaria in recent decades. The meditative Stubn-musik, played at home, in church or at gatherings, is often regarded more highly than the dance music itself.

In Austria and Bavaria, the zither is a com​monly used instrument. In its present form, it can take on melody and accompaniment and is therefore suitable not only for small groups, but also as an accompaniment to songs. In their song "Was waars denn urns Lebn ohne Jagn" ("what would life be without hunting"), the Inntaler Sanger, ac​companied by zither and guitar, tell of the hazards of hunting in the mountains, while the reapers' song "Oamoi i, oamoi du" ("one for me, one for you") is performed in the three-voice-style of the Schneeberg, with bass accompaniment.

The guardians of the Alpine folk music tradition tend to look down rather disparagingly on the saxophone. Reason enough for the Interpreten to play Bavarian folk music on that very instrument. As they put it, they have every intention of "leaning up against that traditional Bavarian music until it keels over". As long as the saxophones with their jazzy sounds and the Swiss Alpine horns of the Alphornduo Aemmital with their traditional natural melodies can survive side by side, we need not fear for the future of Alpine folk music.

------   Ulrike Zoller-Hickey

	TUGEND  UND  UNTUGEND  (VIRTUE  AND  VICE)
	German Secular Songs and Instrumental Music from the Time of Luther
	1995
	70:09
	label: Naxos

perf.: Convivium Musicum, Ensemble Villanella & Sven Berger

The century from 1450 to 1550 brings an awakening, an establishment and a golden age of German music. The Fundamentum organisandi by the Nuremberg organist Conrad Paumann and the Buxheimer Orgelbuch are evidence of the German pioneering work in the field of keyboard music. The newly discovered polyphonic possibilities of the lute are explored by German musicians and starting with Lied manuscripts such as the Lochamer Liederbuch and the Glogauer Liederbuch, the Lied reaches new heights. Among the principal composers and innovators in the art of the Lied are Heinrich Isaac, Paul Hofhaimer and Ludwig Senfl, while the development of printing soon led in Germany to the introduction of music printing.

The Franco-Flemish composer Heinrich Isaac was particularly active in Italy and in Austria, where between 1497 and 1514 he held the position of court composer to Maximilian I. From 1480 to 1492 he served Lorenzo de Medici in Florence, where he was cathedral organist, thereafter moving to Innsbruck and then to Vienna in the imperial service. He spent the last three years of his life in Florence, where he died in 1517. One of the most skilled and prolific composers of his time, he composed, in addition to large scale Masses and motets, songs and instrumental music. The song on which the five-part Carmen [1] is based has not been found, while the music alone survives of the popular song In meinem Sinn [5,7,8]. Songs by Isaac included are Greiner, Zancker [II], Mein Freud allein [16], an instrumental prelude on Ich stund an einem Morgen [26], a contrapuntal piece on the notes La Mi La Sol (A-E-A-G) [30] and a version of a song Las rauschen [35], the words of which, preserved in a quodlibet by Wolfgang Schmetzel from 1544, are about love-making in a field of clover.

Paul Hofhaimer was bom in Radstadt in 1459 and established himself as an organist of international reputation, becoming organist to Maximilian I in 1490 and from about 1520 to 1537 organist to the Prince-Archbishop of Salzburg. He was also distinguished as a teacher, numbering among his pupils Hans Kotter. The lyrical qualities of his music are evident in the examples of his work here included, Erst weis ich, was die Liebe ist [6], Greiner, Zanner [14], Mein einigs A [31 and 32] and Zucht, Eer und Lob [33 and 34].
Another musician in the service of Maximilian I was Heinrich Finck, who served in his time three Polish kings. From 1510 to 1513 he was Kapellmeister to Duke Ulrich in Stuttgart, then court musician to Maximilian I in Augsburg. In 1520 he was appointed composer to the chapter of the Cathedral in Salzburg and in 1525 and 1526 was court Kapellmeister to the Emperor Ferdinand I in Vienna. He died in 1527. Famous for his liturgical compositions, he also won a reputation for his secular tenor songs, most often using his own melodies. These give evidence of the highest level of feeling for melody and contrapuntal skill. Greiner, Zanner [12] uses the song for an instrumental piece and Gloria, laus et honor [23] derives an instrumental composition from a tenor Gregorian theme, reflecting as in many Mass movement of this period, the rhythm of the basse-danse.

The Flemish musician Arnold von Bruck, born, as his name tells us, in Bruges, was a pupil of Finck and from 1527 to 1546 was Kapellmeister to Ferdinand I in Vienna, continuing earlier service of the Hapsburgs. Although ordained priest in 1546, he wrote a quantity of music apparently for Protestant use and was much respected by contemporaries for his songs. So trinken wiralle [19] is an instrumental version of a drinking-song by Arnold von Bruck while the song Es ging ein Landsknecht uber Feld [36] includes in its text an interesting list of plants with aphrodisiac qualities. 

The great Flemish composer Jacob Obrecht, a native of Berg-op-Zoom, with Josquin and Isaac a leading figure in the music of the period, worked in Cambrai, Bruges and Antwerp, dying in the service of the ducal court of Ferrara in 1505. Immensely prolific, he wrote some 26 Masses, 32 motets and 30 secular pieces, many of the latter possibly instrumental, since they lack texts. His instrumental Stat ein Meskin [2] is clearly based on a secular song.

The Swiss organist and composer Ludwig Senfl was born in Zurich c. 1492, trained as a chorister, and studied with Isaac in Constance, serving later as his assistant in Augsburg. He was appointed court chamber composer to Maximilian I, a position he held in succession to Isaac from 1514 to 1519, and was subsequently active in Passau and at the Bavarian court in Munich. A Catholic composer with some Protestant sympathies, he wrote a quantity of music for the Catholic liturgy, Lutheran chorale variations and some 250 superbly crafted and imaginative songs. It is largely on these last that his fame rests. Will niemand singen [3], Ein Maidlein zue dem Brunnen ging [4], Dort oben auf dem Berge [9], Nun wollt ihr horen neue Mar' [151, Ich soil und muess einen Buehlen haben [17], Oho, so geb' der Mann ein'n Pfennig [18], Es wollt' ein Maidlein Wasser hol'n [21], Es wollt'ein Frau zuem Weine gahn [22], Ich stuend an einem Morgen [27] and Ich weiss nicht, was er ihr verhiess [38] exemplify Senfl's gifts as a song composer, with a four-part instrumental version of the last of these [37], an instrumental Lamentatio [24] on a tenor of liturgical derivation and an instrumental version of the song Albrecht mirs schwer [29].
Hofhaimer's pupil Hans Kotter, born in Strasbourg in about 1485, was organist at the Church of St Nicholas in Freiburg before a period of exile, in the religious disturbances of the day, brought him to Berne as a schoolmaster. His importance lies in particular in his book of tablature (1513-1522), which includes some 67 works by various composers, including Hofhaimer, Isaac and Josquin. In meinem Sinn [7] is a keyboard setting of the famous melody, with a transcription of Hofhaimer's Min einigs A [32] and of his Zucht, Eer und Lob [33]. Leonhard Kleber apparently from Wurttemberg, a pupil of Arnolt Schlick, the Heidelberg organist, was himself organist in Esslinger and subsequently in Pforzheim, where he died in 1556. In 1534 he published an organ tablature book that includes 112 pieces by composers including Finck, Hofhaimer, Isaac, Josquin and Senfl. In meinem Sinn [5] is a keyboard version of the lost song of that name. 

Other collections of music of the period are found in the Glogauer Liederbuch, a manuscript from about 1480 that includes sacred and secular songs and a number of short instrumental pieces. The secular songs are characterized by an earthy and exuberant popular style, as in Zenner, Greyner [10], the oldest of the songs here recorded, on a familiar theme.

Representative of a later generation, Nikolaus Ammerbach, organist for 35 years at the Thomaskirche in Leipzig, published two books of organ tablature which include dance music, chorales and perhaps excessively ornamented transcriptions of motets and songs by Isaac, Senfl, Lassus and others. Die Megdiein sind von Flandern [13], a four-part piece re-arranged from organ tablature of 1571, is included because of its melodic affinity with the Zenner, Greiner / Greiner, Zanner variants.

Of the remaining composers and collectors whose music is included on the present recording, Georg Rhaw, printer and composer, issued both Lutheran sacred music and secular songs from his printing-shop in Wittenberg from 1525. He is represented here by the song Ich stuend an einem Morgen [28]. Wolfgang Kuffer, a student at Wittenberg in the 1550s, wrote down some 314 compositions in his five part-books, with titles in Latin, German, French and Italian, with or without texts. Heth sold ein meisken garn om win [20] is a drinking-song. Gregor Meyer, organist at Solothurn and then at the reformed Cathedral in Basle, is represented by a two-part composition, a Bicinium, in strict canon at the fifth [25].

Instruments

This recording offers musical interpretations with generally four different types of sound: (a) a loud wind group (musica alta); (b) an ensemble with string instruments, flute, recorders and singers (musica basso); (c) a quartet consisting of two singers, modern guitar and a wind instrument obligate, historical or modern; (d) a very soft clavichord.

The clavichord, first mentioned and depicted around 1400, is the oldest keyboard instrument with hammered strings. Its very simple action, with the striking metal tongue immediately stopping the vibrating string, gives the instrument two characteristic effects. The player's finger on the keyboard has a direct and continuous contact with the string and control of the tone production, and the sound is extremely soft. Its common use, was therefore, often private and domestic.

The cornemuse (dulcina, doucaine) is a capped reed instrument, related to the crumhorn but built in straight form and with a muted and mellow sound. The actual type, Hiimmelchen, "little bumble-bee", a reference to its buzzing sound, is also used as the chanter of a small bagpipe with the same name.

The crumhorn is the most important of the capped reed instruments of the Renaissance. It has a curved (German: krumm) form and appears in four or five sizes. The sound produced is nasally buzzing, but rather powerful.

The curtal (dulcian) is the predecessor of today's bassoon. It is made out of piece of wood and is built in a family of up to six sizes, the bass (in German Chorist-Fagott, corresponding to the modern bassoon), being the most important.

The fiddle (vielle) is an important medieval string instrument; a predecessor of the violin with 3-5 strings. In the Renaissance its tasks were more and more taken over by the viol and the violin, restricting the simpler fiddle to folk music.

The word harp can imply many forms of the instrument in different sizes. The type used for this recording is a simple, rather small knee-harp, tuned to a diatonic scale.

The lute became very important in the Renaissance, since, around 1500, lute-players discarded the plectrum, fretted the fingerboard and developed the technique of polyphonic performance.

The recorder (Blockflote, flute a bee), according to Sebastian Virdung in 1511, was built in a family of three or four sizes. During the following hundred years the popular family would increase to as many as nine members.

The shawm (Schalmei / Pommer, chalemie / bombarde) is the most important reed instrument in the Middle Ages and the Renaissance, a loud predecessor of today's oboe instruments. Around 1500 it existed in at least three sizes, descant, treble (alto) and tenor.

The trombone (sackbut, Posaune) was invented almost in its modern form already around 1440. It soon became important and started developing different sizes with the most useful tenor as chief instrument.

The transverse flute (cross flute, traverse, Querflote), in the Middle Ages and the Renaissance a simple wooden tube with blowing hole and six finger holes, existed around 1500 already in three sizes, the middle one, the tenor (corresponding in size to the modern normal flute) being the most important.

The viol (viola da gamba, Gambe), a sophisticated bowed string instrument with frets on the finger-board, was developed in the fifteenth century and around 1500 existed in three sizes with the bass as chief instrument.

Convivium Musicum (Gothenburgense)

The Convivium Musicum Gothenburgense (leader: Sven Berger) consists of singers and musicians devoted to early music and to its performance on authentic instruments. Most of the members of the ensemble are teachers, students and former students of the School of Music and Musicology of the University of Goteborg, Sweden. The ensemble works frequently with experts on early dance and has produced recordings of Renaissance songs and dance music.

a) Musica alta

Roy Andersson, sackbut

Sven Berger, crumhorn, percussion and shawm

Andreas Ediund, crumhorn, curtal, percussion, shawm

Stig Josefsson, crumhorn

Sabine Karlsson, percussion

Eva Niste, sackbut

Christer Nystrbm, curtal and crumhorn

b) Musica bassa

Jonas Bengtsson, bass, recorder, transverse flute

Sven Berger, cornemuse, percussion and recorder

Pia Brinkmann, recorder and soprano

Andreas Ediund, percussion

Bo Ejeby, tenor

Itati Etcheverry, recorder

Jonas Franke-Blom, tenor and percussion

Liliane Hakansson, mezzo-soprano

Goran Josefsson, lute

Anders Karlsson, lute

Cartna Klein, fiddle

Cecilia Luther, fiddle

Kenneth Medin, viol

Anne Pajonen, fiddle and harp

Fumiko Okino, harp

Maria Strand, soprano, cornemuse and recorder

Ensemble Villanella

The Ensemble Villanella, with Andreas Edlund (clavichord), Sven Berger (cornemuse, flute, recorder, tenor). Charlotte Edstrom (alto, soprano), Helena Ek (soprano) and Anders Karlsson (guitar), was formed in 1987 and since then has been active in performance both in Sweden and abroad, notably in Estonia, Germany and Japan. The repertoire of the ensemble ranges from troubadour songs of the twelfth century to folk-music and contemporary jazz.
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Heinz Holliger: About Alb-Chehr

Alb-Chehr, the musical version of a Valaisan tale is about the encounter of a cowherd and his helper with ghosts, who are playing music in the Alps. It tells about how the two get a clarinet and a dulci​mer and how the cheese-maker, who is ill-disposed towards both of them, finds his death on his search for a violin.

Since the beginning of my studies with the great Hungarian composer Sandor Veress, the primitive or even archetypal forms of music have always fascina​ted me. All the more was I sorry that in Switzerland the pure sources of folk music have either grown silent for a long time or become so polluted that they were no longer useful. Thanks to my friend Elmar Schmid, who comes from a remote valley of the Valais, I learnt that even in my country it was still possible to tap ancient sources. The inspiration for Alb-Chehr came from the incredible richness of the folk legends of the Valais - more than six hundred -as well as from my musician friends from the Valais, who are so completely different from the commerci​al folk bands,

Alb-Chehr is dedicated to Elmar Schmid and Irene Schubiger, The ghost music is made up by the notes representing the letters of their names.

About the individual terms:

Alb:      elf, goblin, ghost (see nightmare: Albtraum)

Chehr:    piece of music, refrain, turn, verse, but also return

Alb-Chehr: return of the ghosts but also music of the Alps and music of ghosts

Togg(el mar)ata: quasi-ouverture in the form of a toccata. Allusion to "Toggel": name of the man ("Golem") -- made out of dough by the cowherds -- who kills sinful cow​herds as avenging angel and stretches their skin on the roof of the cottage.

Elmar:    El: God; mar: Mother of God, sea, tale

Instruments used:

2 accordions of Swiss folk music

2 Valaisan dulcimer (diatonic, can only be tuned with hooks)

"Fienschger Ladi" (kind of psaltery played with a bow)

"Teenundi Titschini" (tuned blocks of wood)

Bockhornphon (marimba with horns of a billy-goat for resonance)

wash-board

"Gutteruspil" (tuned bottles)

High up on an alpine pasture there was a cheeser, a cowherd and his helper. When they rode to the upper pasture at the beginning of August, one of their cows ran away. The cheeser, who was ill-dis​posed towards the two helpers, who sweared, yel​led, and mocked all day long when the other two said their prayers, chased the cowherd's helper down to the lower pasture, to have him look for the lost cow. It had already turned dark and the boy was afraid. "You go right now, you bungler", the chees​er scolded and threw a log at his head. Crying, the boy obeyed and got going down to the lower pas​ture. On his way he called and lured the cow, with​out finding it. In the meantime it had turned pitch-dark. The boy did not dare to return to the angry chooser without the cow and flopped down on the bed in the lonely cottage on the lower pasture and fall asleep. -- In the middle of the night he woke up by a terrible din. The door opened and a whole bunch of choosers -- men and women -- pushed in and behaved as if they had been at home. They were all dressed the old-fashioned way, just like on old pictures. They hung the cauldron over the fire, cooked milk and prepared everything for the cheese-making. Then they brought in exactly that cow the boy had been looking for, slaughtered it, and cooked the meat in the large cauldron. The boy was com​pletely frightened. He was trembling with fear, and when they invited him to join them eating, he declined with thanks. Yet they urged him and hand​ed him a rib, which he started to gnaw on. When all of them had had enough to eat, they carefully laid the bones in the cow-hide, replaced the rib the hel​per was still holding in his hand by an elder-stick and tied the hide together. Shortly after, the cottage was full of wonderful music. The helper had never heard such wonderful music before. In time with the instruments the ghostly cheesers started to dance and to sing and whistle in a mysterious way. The boy lost his fear and felt great relief. "Hey, lad." the most strapping of all the dancers turned to him, "what would you like the most? Playing the clarinet, the dulcimer, or the violin?" "I prefer the clarinet," the boy answered without hesitation, "because tril​ling, I could be in competition with the birds up on the pasture."  "All right, then that is what you shall learn", chorused the ghosts and disappeared.

The next morning the helper found the cow, which he should have been looking for, tied to the barn. Next to it in a small box was a brand new clar​inet. Together with the cow and the clarinet the hel​per climbed to the upper pasture as fast as he could. Though the cow was laming a little -- after all it was missing the rib that he had gnawed on -- the helper was in a good mood, whistling and playing the cla​rinet, so that it sounded nicer than what one was used to by blackbirds and larks.

The next evening another cow was missing. Now it was the older cowherd's turn. And the wicked chooser threatened him with beating if he would not return with the animal. After the cowherd had started his search he was caught in a storm and had to spend the night in the cottage on the lower pasture, without having found the cow. He, too, was surprised by the ghostly people, who brought the missed cow into the cottage, slaughtered it, kindled the fire, started to cook, and ate the meat of the cow.

The cowherd was scared to death. His heart almost stopped beating. But when the cheesers, dressed in the old-fashioned way, started to make music, dance and sing wonderful songs, he was relieved and calmed down. He was not even afraid, when the most strapping of the ghosts walked to him with two bowls of milk and said: "Here we have cursed and there is fermented milk. If you choose the former, you will become a stinking rich man. If you choose the latter, we will teach you how to play the dulcimer."  "Oh, I would love to play the dulci​mer as nicely as you", the lad shouted with enthusi​asm. "Well, that is what you shall learn", replied the ghosts and disappeared. In the cottage it was dark and silent again, as if nothing had happened and the cowherd went back to sleep. When the sun rose the next morning and he stepped out of the cottage, the cow was tied up outside and next to it there was a new, beautifully painted dulcimer. And in a good mood he climbed with it to the upper pasture.

When on the upper pasture the wicked cheeser heard how enthusiastically his two helpers were playing the clarinet and the dulcimer, yodeling and whistling along, he became jealous. What bothered him most, was that all his swearing and scolding had no more power over them. He was almost eaten up with envy. And secretly he thought that along with the stupid footling of the clarinet and the stub​born play of the dulcimer a violin would fit in just nicely. The next night when the cowherd and his helper were already sleeping, the cheeser slinked off without a reason, down to the lower pasture. The next morning when the wicked cheeser had disappeared, the two others felt strange and frighten​ed, thus they went down to the lower pasture. When they entered the cottage, the cheeser lay dead in the hay, and deeply branded in his chest there was the outline of a violin.

Condensed Swiss (Folk) Music

It took Heinz Holliger only a week to compose the first eleven songs of Beiseit -- an exceptionally fast clip not only for a Swiss but for Holliqer in particular. The incubation period was, of course, much longer. He discovered Robert Walser when he was still in hiqh school in Burgdorf and was so enthusiastic about his find that a former schoolmate gave him a first edition of Walser's early poems as a weddinq present. As in his treatment of Holderlin's late work in the Scardanelli Cycle. Holliqer does not focus on single poems by Robert Walser but on his literary oeuvre as a whole, on his biography, on philology and, in fact, on all the disciplines that are related to German studies. The entire complex is integrated in the musical setting, so that one may speak of a Waiser Cycle in the most emphatic and comprehen​sive sense of the word.

The idea behind Beiseit originated ten years ago with the desire to write a composition about some​thing inimitably "Swiss". Walser did not take center stage at the time. Holliger entertained the idea of a collage of texts by Adolf Wolfli, Robert Walser, Heinrich Leuthold, Conrad Ferdinand Meyer -- all writers who ended up in mental institutions. It would have something like a reconstruction of that grim scenario of the early thirties when four major Swiss writers practically found themselves joining hands at the clinic in Waldau: Friedrich Glauser, Hans Morgenthaler, Adolf Wolfli and Robert Walser.

Holliger subseguently narrowed his project down to Walser and more specifically, to his very early work, the work of a recent adolescent written be​tween the ages of 18 and 20. Holliger had already known for ten years what his ensemble would con​sist of, namely, countertenor, clarinet, bass and accordion, in other words, the traditional Swiss folk music ensemble. The accordionists in these groups often lead a wallflower existence, reeling off their standardized contributions to the labored cheer of eulogies on Swiss mountains and valleys, with the detachment of automatons. Holliger often puts the accordion in a similar role. It stands apart from the other three musicians, comes from afar, its wheez​ing bellows barely integrated with the familiar sounds. Holliger chose the countertenor voice for three reasons: first, the affinity with the male falset​to of the Alpine yodel; secondly, the neutrality of gender in the countertenor voice, which Holliger found most appropriate to render the complete absence of eroticism in Walser's early poems; and thirdly, the split between the singing and the spoken voice. The countertenor usually has a relatively deep baritone speaking voice, in dramatic contrast to the singing voice. The gulf between the two produces a schizophrenic effect, which is at its most forceful in the ninth song where the two voices engage in a dialogue, virtually splitting the identity of the communicating subject.

Holliger's interest in the split voice also shows that his objective in Beiseit was not to find a textually faithful musical setting for the poems of Walser's youth. The history of literature classifies them as art nouveau poems of a rather dry cast. But Holliger re​lates them to Walser's oeuvre as a whole and to the role that Walser was to play in his lifetime both as a writer and as a person. Thus, he underscores those elements in the poems that anticipate the future, and in the same vein, he chose to use a later version of the title poem. The first version had originally con​cluded with the words bin ich befreit (I am freed). When published in 1909, it had been changed by Walser to bin ich beiseit (I am aside), Holliger sees two constants in Walser's oeuvre: on the one hand, a sense of standing apart which ultimately led to complete muteness; on the other, the attempt to avoid growing up, to remain young, so as not to be deprived of the exuberance, the masquerades and the escapades of adolescence, (Such escapades of the fifty-year-old former journeyman, servant, eulo​gist of courtesy were also a factor in his somewhat precipitate commitment to Waldau.) Holliger sees expressions of both aspects in the poems of Walser's youth, and reacts to them in his score. He conveys the sense of masquerade by using a variety of musi​cal forms, and Walser's growing silence by gradual​ly increasing the length of the songs, slowing down of the tempi and continually freezing the movement. The silence is broken only by exaggerated melismata sung with remorselessly artificial gaiety.

Holliger's composition follows Walser's itinerary from a comparatively prolific young writer of prom​ise to the increasingly faltering production of prose after 1913 and voluntary committal to the Waldau Clinic, culminating in total muteness after compul​sory committal to Hersau in the Canton of Appenzeil. It is important to Holliger (and it is reflected in the increasingly restricted gesture of his songs) that Walser's handwriting, attendant upon his retreat, grew gradually smaller until he wrote only minus​cule micrograms on the pages of a calendar.

Holliger goes even further, accompanying Walser into the ultimate silence of death. Walser anticipat​ed his own death more than once in his writing, e.g. in Geschwister Tanner (The Tanner Siblings) and in the prose sketches, Schneien (Snowing) and Fine Weihnacht (A Christmas): a man loses his way in the snow; with his right hand on his heart, his left hand holding his hat, he falls backwards, his face turned to the skies. This is exactly how Walser was found on Christmas Day in 1956. He had stepped aside without the least hesitation, without clinging to a fence post, without stumbling: six clear steps to death. Holliger has scored these steps with precise graphics at the beginning and the end of his cycle. Ich mache meinen Gang -- I take my daily walk -- the symmetrical arrangement of the countertenor's first tones symbolizes the writer's last steps.

One might call an approach of this kind integrat​ed because the written text is not treated as an iso​lated, self-contained whole but rather set to music in the context of an author's entire biographical and literary framework. Holliger is not taken in by Wal​ser's stylistic masks but instead exposes the abysses, the void that the young writer was trying to disgui​se. In this respect, Holliger's procedure in Beiseit resembles that of the Scardanelli Cycle, where he also penetrated the mask of gaiety in Holderlin's late poems in order to reveal the void underneath.

In contrast to the Scardanelli Cycle, however, Holliger does make at least subtle reference to Walser's stylistic masks by choosing different forms for his songs. As in Berg's Wozzeck, the choice of form, as shown in the following brief descriptions of each song, is closely related to the text.

I Beiseit
countertenor, accordion and bass

Form: Passacaglia

The accordion in the highest registers and the bass in the lowest are composed as exact mirror images of each other; the voice, calm at first, later begins to falter. Up to the words ein Stuckchen weit, Holliger uses a twelve-tone series that is intentionally put aside (Beiseit) in the second half of the poem.

II Schnee
tutti

Form: Three-part Canon

The clarinet, enlarged one-and-a-half times, and the bass, enlarged two-and-a-half times, play the extremely narrow range of the melody sung by the voice. The parts all play in the same register, starting with d', the "tone of death". At the word Tranen (tears) the voice breaks into a taut melisma. The clari​net and the accordion with their slower pace no long​er reach the point of eruption. The accordion plays the entire, gradually increasing range of this canon.

III Bangen
countertenor, accordion and bass

Form: Valse Lente

Chromatic, fin-de-siecle waltz with multiple har​monics. For the first time, the bass and the accordion have a doice sound and are played in their natural registers. The eerie morbidity of the song shows par​allels with the "old-fashioned" dances in Alb'Chehr.
IV Wie immer
countertenor and bass

Form: Melodrama

The bass is virtually abused by -- among other things -- a thread attached to the bridge. Only tense, squeaking sounds are extracted from the instrument. The countertenor "plays" the baritone, speaking in a deep register; only few words are sung, which lends the voice its schizophrenic split personality.

V Trug
countertenor, clarinet (and bass)

Form: Bicinium

Voice and clarinet are closely interwoven. Neither part dominates. Pivotal words like drehen and weinen are lent an almost madrigal-like emphasis. Towards the end, the voice falls silent and the bass joins the clarinet to draw the bicinium to a close.

VI Zu philosophised
tutti (bass clarinet)

Form: Perpetuum mobile I

Walser's coinage Redeflechter (weaver of words) seems to have influenced the composition: a rapid and dense glimmering of several movements revolv​ing on their own axes accompanies the wildly leap​ing voice. At the end of the song the madness vanishes, as if blown to the winds.

VII Abend
tutti

Form: Litany

The voice, in meandering quarter tones, is heter-ophonically embellished by the other instruments in the same register. The resulting sense of compres​sion recalls the sections Sommer II and Engfuhrung of the Scardanelli Cycle.
VIII Weiter
tutti

Form: Scherzo

Complex rhythmical layering and shifts also char​acterize Togg(el mar)ata in Alb-Chehr. Twice -- when the word Rauch (smoke) occurs in the poem -- the movement comes to a standstill: the voice and all the instruments climb slowly and continuously.

IX Angst
tutti (bass clarinet)

Form: Dialogue

As in the fourth song, the countertenor voice is split into extremes: a baritone speaking voice and an alto singing voice, here expanded into a wild dia logue between the two. The accompanying instru​ments underscore the eeriness of this split person​ality with a variety of unusual effects.

X Und ging
countertenor, clarinet and accordion

Form: Tema con 4 vanazioni

The variations are extremely diverqent and pro​grammatic. For instance, a French overture is imitat​ed at the mention of his majesty.

XI Druckendes Licht
tutti

Form: Song

A three-part song with a strongly contrasting middle section. The development of the voice is completely free. The long melismata have an almost operatic grandeur. The protracted tones at the beginning and the end anticipate the deathly calm and the length of the final song.

XII Im Mondschein
tutti (bass clarinet), accordion at the back of the stage but still visible (as if from afar)

Form: Perpetuum mobile II
Perpetuum mobile II is much more expansive than the first Perpetuum. This time the movement does not fade but slows down until the music for voice borders on the verge of executability. For the accompaniment to the Perpetuum and the voice, Holliger draws on melodic set pieces from Schu​mann's Mondnacht. The music ends on the sound of the last two letters of wach (awake), blown out like a candle.

The list of forms used by Holliger almost reads like a course on composition. In setting Walser's early poems to music, Holliger returned to his own youth. The influence of his first composition teacher Sandor Veress, who also taught Gyorgy Kurtag and Gyorgy Ligeti, is unmistakable, above all in the first Perpetuum mobile. There is another side to integrat​ed composition: Holliger not only engages Walser's entire life, he also identifies with Walser's biography Rather than establishing distance between himself and the poet, he is open to an extremely strong per​sonal identification. In the Walser Cycle, this identifi​cation took the form of an experiment in constraint, a retreat not in order to pray but in order to com​pose. Like Walser, Holliger is a passionate hiker and mountain climber. Ordinarily he cannot work with​out a ruler and a desk, as he says himself, but in this case he retreated to the Beatenberg and wrote a first draft for voice alone in a hut overlooking the Ber​nese Alps. It took him less than a week to complete this draft of the first eleven songs in the cycle. He produced the final version while in the Engadine at the end of July and early August that same year. The version he wrote on the Beatenberg was not a tra​ditional first draft but rather like a model by a differ​ent composer that must not be corrected. As if this sudden burst of creativity in its innocence and extreme symbiosis with the poet were sacred, Holliger did not subsequently change a single note of the part for voice (another trait he shares with Walser, who rarely corrected what he wrote, anticipating moments of ecriture automatique). This is even more remarkable considering the fact that in some cases the form of the songs was not determined until much later. It is only through the instrumental accompaniment that Beiseit becomes a passacaglia and Schnee a proportional canon. The only change Holliger made in the Engadine was in the sequence of the songs, hardly realizing that this would be final. Here, once again, the course of composing became the course of the composition itself. This genesis of the work explains the remarkable purity and detachment of the voice. Despite subsequent additions, the voice forms a potentially self-contain​ed line that could exist without the instruments and that never really engages the formal masks.

Holliger consciously set the last song apart from this process. It is the only song in which another composer is literally quoted. Although other songs allude to Schubert and Schumann, the allusions are never explicit but rather like the workings of mem​ory. But in the last song, Holliger cites Mondnacht from Schumann's Song Cycle op. 39. This direct reference is inspired not only by the similarity be​tween Eichendorff's and Walser's poems but also by Walser himself (cf. the essay by Boschenstein), who writes in his prose piece Wurzburg. "It was mid​night, and instead of sleeping (...) I enjoyed the sight of the most beautiful moonlit night, like an Eichendorff moonlit night casting afield all its inef​fable beauty. (...) A little harp started up ..." (GA III, p. 40). Even more important is Schumann's version that corre​sponds in many respects to the theme addressed by Holliger in Beiseit. In the last verse Eichendorff writes, Und meine Seele spannte weit ihre Flugel aus, flog durch die stillen Lande, als floge sie nach Haus. Schumann introduces a singular device that thoroughly frustrates the possibility of "flying home" (als floge sie nach Haus);  he places a dominant fifth sixth chord instead of the long anticipated tonic at the first degree. The effect is even more shocking and unmasking because Schumann had strictly adhered to the verse form up to this point. In much longer poems in the Beiseit cycle. Holliger adopts this device of building up expectations through the use of verses and then dashing them. The last song with its quotation of Schumann shows the most complex verse form, because the reference surfaces with increasing clarity from verse to verse culminat​ing in the words, noch lange hort' ich es singen (and long I still heard the singing).

In Holliger's composition, however, the shock that follows close on this explicit approach to Schumann is not produced by a startling modula​tion, but rather by a frenzied interpretation of the word singen in the form of a prolonged melisma.

The piece moves on to still another climax in the last line of the poem, lag lang noch wach, in which the music comes to a virtual standstill on the word wach for longer and longer intervals.

Above the pedal point B, on which the piece also opened, the score moves beyond the space of the octave from the middle C-sharp, the notes increase in length, while the intervals become smaller. The release through the octave note C-sharp" is with​held; the music suffocates in the singer's ch just before reaching C-sharp. It is perfectly clear that this last piece was not written on the Beatenberg but at the composer's desk. Every fiber of this song alludes to the number six (the six steps that lead to death in the snow). The graphic translation of the step, patently overt in the first song, is transformed in the last one to a numerical code that determines all the parameters. The free invention of the beginning has become pure construction by the end. It is no won​der that it took Holliger as long to compose the last song as all the rest of the cycle together. Consciously or not, he has added another dimen​sion to Walser's path to silence, because Walser's silence, as we know from his conversations with Carl Selig, was a perfectly conscious decision, an intentionally constructed path every step of the way.

Roman Brotbeck

	STIMMHORN
	Melken
	1996 
	42:56
	label: RecRec (Switzerland)

Christian Zehnder [bandoneon, obertonstimme, holzrohr, alpercussion, holzrohrgesang, melkmaschineorgel]; Balthasar Streiff [alphorn, tp, alperidu, holzrohrgesang].

Импровизационный (avant-folk) проект двух швейцарцев, которым удалось разбудить в звуках своей музыки духов древней магии. Мастера экзотики; в частности – по вокалу.

	STIMMHORN
	Schnee
	1997 
	52:58
	label: RecRec (Switzerland)

Christian Zehnder [stimme, obertongesang, knopfinstrumente, hilfsmittel]; Balthasar Streiff [alphorn, tp, artverwandtes].

At first glance, Stimmhorn surprises and alienates. Its creations are neither fish nor flesh, neither theatre nor concert. If, however, we recall the pictures of Hieronymus Bosch -- in particular the images they contain of seamless combinations of the most varied creatures whose "neither-nor" nature does not surprise in the least and whose very eccentricity casts a mesmerising spell -- we will embrace the funny, dramatic, bizarre, hysterical, sad and senti​mental images which Stimmhorn evokes. Because Stimmhorn uses very traditional instru​ments in its, in the broadest sense of the word, composed performance, Zehnder and Streiff present a phenomenal range of references. No instrument remains what it set out as; Stimmhorn liberates the​se instruments from the (national) myths into which they were forced in the attempt to establish a popular Alpine culture and allows us to experience the originality of an alphorn, a voice. But Zehnder and Streiff do not simply allow the alphorn to sound like an alphorn and a voice to sound like a voice. They consciously alter their instruments using a range of unusual techniques. For example, Streiff sings, coos, clicks and flutters into the alphorn, often polyphonously. Zehnder does not just sing above Streiff's dense fabric but becomes polyphonous song, lending his voice a corporeity which obeys its own rules. Streiff and Zehnder also modify their in​struments. The alphorn is transformed into an "alperidu" by removing the upper part of the horn. Zehnder straps half an accordion to his knee and rocks it. Thus, it becomes a "rockordeon ". Like demiurges, Zehnder and Streiff create an extremely communicative space. Individual virtuosity and pu​re ability do not take centre stage here. They are used in the interaction of two musicians with their instruments. Stimmhorn plucks individual voices from the incalculable but finite cosmos of sounds and combines them to new disintegration, entering the duet-duel in his well-tempered intemperance. Individually, these voices are like multi-layered in​ner monologues which are in dialogue with each other and are thus remarkably close to the ordinary, everyday event. The individual pieces were develo​ped as duos and can be reproduced live.

	Hans KENNEL 
	Mytha
	1992
	63:33
	label: HAT HUT

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

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

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

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

– Art Lange

	DIE INTERPRETEN
	Stollen 4
	1995
	53:59
	free-jazz-folk (импровизационная музыка на темы традиционных альпийских мелодий + собственные композиции музыкантов)

label: Trikont (Rec Rec) (Munchen)

Erwin Rehling [Schagzeug, Percussion]; Andreas Koll [Bar. Sax, Akkordeon, Sousaphon]; Thomas Binegger [T. Sax, Klarinette, Bassklarinette].


CELTIC: BRITAIN / IRELAND

	AFRO  CELT  SOUND  SYSTEM
	Volume 1: “Sound Magic”
	1996
	65:51
	label: Realworld Rec

Ronan Browne [uillean pipes, Bb Alto wood flute, Concert D wood flute, mandolin, harmonium]; James McNally [low whistle, bodhran, accordion]; Davy Spillane [uillean pipes, low whistle]; Myrdhin [celtic harp]; Iarla O’Lionaird [v]; Ayub Ogada [nyatiti, v]; Kauwding Cissokho [kora]; Masamba Diop [talking drum]; Simon Emmerson [main drum, g]; Jo Bruce [main drum, k]; Martin Russell [k]; Levon Minassian [doudouk]; Manu Katche [cymbals]; Simon Edwards [sintar]; Shooglenifty: Iain Mcleod [mandolin]; James Mcintosh [bongos]; Gary Finlayson [banjo]; Angus R Grant [fiddle]; Caroline Lavelle [cello]; Jocelin Pook [viola]; John Fortis [el b]; Zil [vocal drone]. (состав варьируется) Mixed by David Bottrill.

1. a) Saor / Free,   b) News From Nowhere

2. Whirl-Y-Reel -- 1

3. Inion / Daughter

4. a) Sure-As-Not,   b) Sure-As-Knot

5. Nil Cead Againn Dul Abhaile / We Cannot Go Home

6. Dark Moon, High Tide

7. Whirl-Y-Reel – 2

8. House Of The Ancestors

9. a) Eistigh Liomsa Sealad / Listen To Me,    b) Saor Reprise

	AFRO  CELT  SOUND  SYSTEM
	Volume 2: “Release”
	1999
	64:05
	label: Realworld Rec   http://realworld.on.net/afrocelts 

www.afrocelts.com 

The Afro Celt Sound System is...

Simon Emmerson • guitars, programming, keyboards

James McNally • keyboards, whistle, low whistle, bodhran, accordion

Iarla O Lionaird • vocals

Martin Russell • keyboards, programming, engineering

N'Faly Kouyate • vocals, kora, balafon

Myrdhin • Celtic harp

Moussa Sissokho • talking drum, djembe

Guest musicians:

Ron Asian • programming beats

Ronan Browne • uilleann pipes (tracks 2, 3, 4, 9)
Michael McGoldrick • uilleann pipes (tracks 1, 2, 5,10, 11), flute (track 5)
Sinead O'Connor • vocals (track 1)
Ashley Maher • vocals (track 8)
Johnny Kaisi • dhol drums, tablas

Nigel Eaton • hurdy gurdy (tracks 1,11)
Youth • bass (track 8)

1. Release

2. Lovers Of Light

3. Elreann

4. Urban Aire

5. Big Cat

6. Even In My Dreams

7. Amber

8. Hypnotica

9. Riding The Waves

10. I Think Of...

11. Release It (Instrumental)

ПРЕДСТАВЬТЕ СЕБЕ, ЧТО ВЫ СЛУШАЕТЕ ЗАПИСИ ОБРЯДОВЫХ ПЕСНОПЕНИЙ КАКОГО-ТО ДРЕВНЕГО, ПОЧТИ ПЕРВОБЫТНОГО ПЛЕМЕНИ — СКАЖЕМ, ИНДЕЙЦЕВ, И ВДРУГ В ОДНОЙ ИЗ ПЕСЕН ВЫ, РУССКИЙ ЧЕЛОВЕК, СЛЫШИТЕ МЕЛОДИЮ «ПОЛЮШКО — ПОЛЕ», В ДРУГОЙ — «ОЙ МОРОЗ, МОРОЗ». И ВСЕ ЭТО СПЕТО НА КАКОМ-НИБУДЬ ЯЗЫКЕ «СИУ» ПОД БУБЕН ИЗ БИЗОНЬЕЙ КОЖИ. И ВСЁ — КАК ПОЛАГАЕТСЯ. ФАНТАСТИКА? А ВОТ С АНГЛИЙСКИМ МУЗЫКАНТОМ, ПРОДЮСЕРОМ И ПРИЗНАННЫМ СПЕЦИАЛИСТОМ «WORLD MUSIC», САЙМОНОМ ЭММЕРСОНОМ, ДЕВЯТЬ ЛЕТ НАЗАД ПРОИЗОШЛА ПОХОЖАЯ ИСТОРИЯ.

Эммерсон прибыл в африканскую стра​ну Сенегал в 1992 году с целью продюсирования альбома местного музыкан​та по имени Бааба Маал [см. в ‘Africa’]. Во время работы продюсер, с головой погруженный в про​цесс, не может избавиться от навязчивого де​жа вю (или как это называется, когда речь идет о слухе, deja ecoutu?). Записываемый им сенегальский материал англичанин уже опредёленно где-то слышал. «Бааба на​чал петь традиционную сенегальскую песню, в которой отчётливо слышались интонации древнего «гаэльского плача». От произведе​ния веяло настоящим кельтским арома​том», — говорит он. Совпадение заинтриго​вало Эммерсона, но времени на культуро​логические изыскания нет—связанный кон​трактом со звукозаписывающим лейблом Саймон уезжает в Англию, чтобы закончить сведение этого странного творения. Мучи​мый сомнениями, он дает послушать записи волынщику Дэйви Спиллейну, который тоже сразу «узнаёт» в доселе неведомых африкан​ских напевах мелодии кельтов. Для провер​ки тождества ощущений Саймон возвраща​ется на север Сенегала, в родную деревню Маала, и... «Я дал Баабе и его местным кол​легам послушать что-то кельтское, с арфой, и они сказали: «Это же наше!»».

Ещё не до конца уверенный в жизненно​сти своей идеи, Эммерсон решает начать практическое изучение связей африканских и ирландских музык, для чего организовы​вает группу с «программным» названием Afro Celt Sound System, в которую вошли ир​ландцы Ирла О'Лионард (выступавший в на​шей стране в прошлом году), Джеймс Мак-Нелли (бывший участник The Pogues [см. в ‘Alternative’]) и Ронан Браун, а также африканцы Нфали Куятэ и Мусса Сиссоко. Объединившись, участни​ки проекта стараются сочинять пьесы, в ко​торых гармония, размер и голосоведение были бы характерны и для африканской, и для ирландской традиционной музыки одно​временно. Коллектив делает успехи, и про​зорливый до гениальности Питер Гэбриэл приглашает группу записываться на свой «Real World» -- главный фольклорный лейбл мира.

Идея Саймона, которую он называет «world fusion» (всемирный сплав), каза​лась настолько неисчерпаемой, что для вы​хода проекта сразу на несколько иной уро​вень руководство лейбла привлекло к запи​си именитых «special guests». Например, Шинейд О'Коннор, не говоря уж о самом «отце народов» Гэбриэле. Самое странное, что ни Саймон, ни остальные участники не сомне​вались тогда, что их сотрудничество носит ра​зовый характер. Но когда альбом «Volume 1: Sound Magic» вышел, он показал просто от​личные для «world music» продажи, а «афро-кельты» получили приглашения высту​пить чуть ли не на всех фольклорных фести​валях мира. Музыканты вспоминают, что только выступая перед огромными толпами народа на открытом воздухе, они почувст​вовали, как стали настоящей группой. А до этого были только „концепцией".

Идею привнесения фольклорных мотивов в поп-музыку Эммер​сон отвергает самым решительным обра​зом. «Проекты вроде Deep Forest или Sacred Spirit — это бизнес. Они делают с фолькло​ром, что хотят. А это уже проблема даже не творческого, а этического плана: для многих народов исполнение музыки и танцы явля​ются священным ритуалом, с помощью ко​торого вызвают дождь или излечивают бо​лезни. Sacred Spirit же кощунственно делают из культа и ритуала коммерческий танце​вальный продукт. Нельзя вообще вторгать​ся в чужую культуру, приходить и брать. Ес​ли ты в культуре, с людьми, то должен бе​режно относиться к их жизненному укладу, а не пытаться нагреть на нём руки».

Саймон знает, о чём говорит, ведь для не​го музыка имеет сакральное значение. «Я был в племени бушменов, которому 40 000 лет. Это же первые люди на Земле, они ещё, навер​ное, с Богом успели пообщаться! (смеется) Хотя сама музыка и есть прямое общение с Соз​дателем, без церквей и конфессий».

--- Play

	ARCADY
	After The Ball
	1991
	48:44
	label: Shanachie Rec.

	ARCADY
	Many Happy Returns
	1995
	67:30
	label: Shanachie Rec.

«Arcady is poised to emerge as the strongest act in the current wave of Irish-folk revivalism.» – ‘Pulse!’
«Arcady, as an instrumental band, is nearly perfect...» – Dirty Linen.
 Johnny McDonagh [bones, bodhrans, triangle]; Nicholas Quemener [guitars, flute, whistle, vocal]; Patsy Broderick [piano keyboards]; Conor Keane [accordion]; Brendan Lairissey [fiddles]; Niamh Parsons [vocals]; 

with:

The Voice Squad (Phil Gallery, Fran McPhail, Gerry Cullen) (tracks 6, 15); Liam 0 Maonlai [Hammond organ, piano, voices, harmonium, didgeridoo] (tracks 2,4,9, 10,13,16); Brendan Power [harmonica] (tracks 2,5,7, 11,13);Neil Martin [cello] (tracks 1, 11, 12, 13, 16); Paul O’Driscoll [bass] (track 7); Michael McGoldrick [flute] (tracks 1,5,7,8). Mixed at: Windmill Studios, Dublin, Ireland. Reconded at Sulan Studios, Ballyvoumey, Co. Cork Nicholas' flute was made by Peter Merbeth.

     Some songs, some dance-tunes never go out of fashion. Their appeal is ageless, their popularity a testimony to 'the strength and beauty that lie in our heritage of Irish folk-song', in the words of a celebrated presenter of a bygone radio program. Arcady 'is one of Ireland's finest traditional groups, and on this album -- their second -- they present the most popular and durable of these songs and tunes gathered together in one collection. Sparkling new arrangements feature guest artists who are among the most illustrious and imaginative performers in Irish tra​ditional and popular music. The well-loved core of tried and trusted favorites presented here represents the com​mon language of all traditional players and singers, no matter where they come from or what their own special styles or repertoires may be. For listeners, these songs and tunes will evoke vivid and poignant memories, laden as they are with associations with great musicians and singers at other times and on other occasions.

	BLACKMORE’S  NIGHT
	Shadow Of The Moon
	1997
	62:56
	Ritchie Blackmore’s folk-rock project (English folk)

	Sarah  BRIGHTMAN
	The Trees They Grow So High
	1998
	52:52
	label: EMI http://www.emiclassics.com 

The revival -- it was almost the discovery -- of British folksong in the early years of the twentieth century, initiated by Cecil Sharp, had a huge impact on the generation of composers after Elgar. Holst and Vaughan Williams in particular were able to free themselves from the all-pervasive influence of Wagner, and chose instead the path that folksong suggested to them. Later composers followed their lead, and Benjamin Britten, born with an innate sense of direction, was able to absorb the folk idiom without effort, seemingly reproducing its directness and simplicity in his own music.

Britten's six published volumes of folksong arrangements, containing 43 songs, appeared between 1943 and 1961 (a further set of eight for voice and harp were written in 1976, the year of his death). Volumes 1, 3 and 5 consist of songs from the British Isles, no. 2 is a set of French songs, no. 4 is of 'Moore's Irish Melodies', while Volume 6 consists of English songs arranged for voice and guitar. It was in the early 1940s that Britten had made the first of these arrangements for his recitals with the tenor Peter Pears in the USA. A letter of October 1941 says that 'they have been a "wow" wherever performed so far' and they surely reflect the homesickness and nostalgia for England which were to bring the two men back from America in the spring of 1942.
Britten's folksong arrangements, far from being simple 'tunes with accompaniment', are, rather, compositions in their own right. He never commented directly on what folksong meant to him, but, in another context, he stated his desire to 'restore to the musical setting of the English language a brilliance, freedom, and vitality that have been curiously rare since the death of Purcell': an aim remarkably appropriate to these arrangements. 

	Eliza  CARTHY
	Heat Light & Sound
	1996
	55:29
	label: Topic Records (London)

Eliza Carthy
vocals, fiddle, monster and five string fiddle

Dylan Clarke
double bass, vocal, percussion

Martin Ellison
melodeon

James Fagan
bouzouki, vocal

Thorn Fontenot
triangle

Olly Knight
electric guitar

Dan Plews
guitar

Barnaby Stradling
bass guitar

Sam Thomas
drums, percussion, vocal

Jock Tyldesley
fiddle

Hazel Wrigley
keyboard

all songs traditional, arr. by Eliza Carthy

Cold, Wet & Rainy Night / The Grand Hornpipe

From Cecil Sharp's collection of English folk songs in two volumes. One of the many 'trick the lass and run off' songs...! The tune is from "A Northern Lass" compiled by Jamie Knowles.

Cumberland Waltz / Petit Homme / Miss Bowls'

These two gorgeous waltzes are also from Jamie's book and this comic French song is from Jersey. A woman is complaining about her diminutive husband, who is so small she loses him in bed and the cat tries to eat him... "cat, oh cat, he is my husband": what a last verse.

What A Beau Your Granny is / Stone Steps

From the Yetties' book containing the tunes of Thomas Hardy, who apart from being that author was also a village fiddle player of much repertoire. Stone Steps is two tunes, on opposite pages in the Sussex tune book mashed up and rearranged.

10,000 Miles / Bacca Pipes

A.L. Lloyd sent a version of this to Nic Jones and he recorded it, and since then not many people have done it. So here it is, with Bacca Pipes which is a morris jig (thanks Bampton). There are lots of versions of 10,000 Miles in the journal of the Folk-Song Society.

Clark Saunders

This beautiful song tells its own story, and also contains some good advice on how to talk yourself out of a hole; the only problem arising if you don't get a chance to because both you and the evidence are fast asleep. The Child Collection has all of the different versions.

Stamps For The Dog

A cashier in our local supermarket asked James if he would like some stamps for his dog; at least that's what he thought she said. We'll never know...

Peggy

A song about being a performer and a responsible lover at the same time, these can clash!

Blind Fiddler

An American song, learned from Pete Seeger via my Dad and a banjo. It was collected from Emma Dewsbury, who sold it in return for a cow.

Lady Barnslay's Fancy / Trip to Cartmel / Hardy's Crow

Two tunes from Jamie's book again and one from Thomas Hardy.

By Then

This song is about wanting what the other person doesn't want. You know it will be a mess in the end but you don't care.

Sheath & Knife

A woman gets pregnant, we never find out by whom, and in despair decides to commit suicide, saving her family's good name. But finding herself too frightened to do it on her own she asks her best friend to help her stage a hunting accident, and kill her when she gives the signal. What are friends for? This can be found in the Child Collection, where in some versions it is her brother that gets her pregnant and kills her.

Jacky Tar

A Jacky Tar is a name for a sailor. This seems to be another trick the lass and run off song, except that he doesn't get the chance to run off. I learned it from my Dad and it appears in Cecil Sharp.

	Sheila  CHANDRA - cм. в секции 'Alternative'
	
	
	
	

	Music Of The  CRUSADES
	The Early Music Consort Of London
	1971
	52:18
	label: Decca Rec. (London)

vocal quintet  +  instruments:  treble rebec,  bass rebec,  lute,  citole,  harp,  organ,  nakers,  tabor,  bells,  flute,  shawm, crumhorn,  bagpipes.

The Crusades were a series of wars begun at the instignation of Pope Urban II in 1095 and ostensibly fought to ‘free’ Jerusalem from the Muslim ‘infidels’. These expeditions involved all of Christian Europe. The nobility of each nation and their armies journeyed to Jerusalem four times between 1096 and 1250, slaughtering not only Muslims and Jews but also local Christians, and sacking Constantinople, the seat of the Eastern Christian Empire, along the way. Between the twelfth and nineteenth centuries the true events of the Crusades were romanticised beyond recognition in the poetry of the troubadours, trouveres and minnesingers, in folklore and later in novels. On this recording there are two examples of troubadour texts (written in  “langue d’oc”), eight examples of trouvere (in early French), and one of minnesang (in early German), as well as various Latin texts. Some relate directly to the Crusades, and most, however, are from the time of the Crusades rather than having any direct relation to them. A good example is “Ja nus hons pris”, attributed to Richard the Lion-Heart.  There are approximately sixty manuscripts surviving of troubadour and trouvere poetry. Only a small number contain musical notation, and it is not all clear if this music is the work of the poets themselves, their scribes, or the jongleurs and minstrels who performed the songs. This early notation, like that of Gregorian chant, provides the performer with only a series of pitches to be sung and no clear indication of specific rhythmic values (if, indeed, any were intended). Hence the performer must decide, with the help of modern theories, whether or not to impose a specific rhythm on a given song, and though one performer’s interpretation might be very different from another’s, both could be equally valid. We know from contemporary pictorial and literary evidence which instruments were in use in the twelfth and thirteenth centuries. For strings, the early lute of four/ five courses, played with a plectrum; the rebec in various sizes and played with a bow; and the harp. For wind instruments, the simple wooden flute, a simple form of bagpipe and the early  shawm. On this recording the crumhorn is used to simulate the sound of the bladder-pipe. For percussion, the nakers (a small pair of kettledrums), tabor and a range of tuned bells. Ironically, the lute, shawm and nakers had all been recently imported to Europe from the Middle East.   The performances heard here represent an attempt at solving some of the practical problems of recreating twelfth and thirteenth-century music and a desire to present as varied and useful an introduction to this repertoire as possible. —    J. Tyler

	The  CHIEFTAINS
	In Ireland
	1987
	56:47
	James  GALWAY  & The CHIEFTAINS 

James Galway [fl, tin whistle]; 

The Chieftains:  Martin Fay [fiddle, bones]; Sean Keane [fiddle]; Kevin Conneff [bodhran, v]; Paddy Moloney [uilleann pipes, tin whistles]; Derek Bell [harp, tiompan, oboe, organ, harpsichord]; Matt Molloy [flute, tin whistles]; + National Philharmonic Orchestra.

 Chieftains издаются на RCA Victor / RCA Red Seal.

	The  CHIEFTAINS
	Celtic Wedding
	1987
	50:28
	The  CHIEFTAINS with guests (Breton musicians): Nolween Monjarret [v]; Bernard Pichard [bombarde (shawm)];  Alain Guerton and Michel Bertae [bombarde and biniou (bagpipe)].

  [...] In a joking tone, Polig suggested that Paddy [Moloney] could pick a few tunes from the book and make a recording with them: “After ‘The Chieftains in China’, why not ‘The Chieftains in Brittany’?” Paddy answered very seriously that it was a brilliant idea. Continuing to joke, Polig said to Christian [Managing Director of Brittany Ferries (a sea link between Brittany and Ireland)], “And, of course, Brittany Ferries will sponsor it!”  Christian answered unexpectedly, “And why not!”  That is as far as they got. The following year, on the same date, Polig invited the same friends to a barbecue party. And this time Christian was the one who put the question to Paddy: “What about that famous record, how far have you got with it?”  How far had we got? We were at exactly the same stage as the year before. However, the idea had taken shape in our minds. An alliance between The Chieftains and Breton music could only be successful. Paddy decided to add Breton musicians to the group: a couple of traditional pipers from Vannes. And that is how the record was born, from a combination of circumstances and chance encounters. Nobody will complain about it.

	The  CHIEFTAINS
	A Chieftains Celebration
	1989
	46:49
	The  CHIEFTAINS with: Van Morrison [g, v (#6)]; Nanci Griffith [v (#9)]; Steve Cooney [ditjeridu (#7)]; Michel Bertae [bombardes (#11)]; Alain Guerton [biniou (#11)]; Becky Taylor [Nothumbrian bagpipes (#11)]; Terry Tully [Scottish bagpipes (#11)]; a.o.

	The  CHIEFTAINS
	Another Country
	1992
	51:50
	The  CHIEFTAINS with: Chet Atkins, Emillou Harris, Colin James, Willie Nelson, Ricky Skaggs, Don Williams, Nitty Gritty Dirt Band.

  The concept of recording a Country album has been on my mind for several years; in fact, 30 years ago I presented a radio series based on the influence and relationship of Irish music to Country music. I decided to move forward with the idea shortly after the Cieftains performed a sellout show at Nashville’s Tennessee performing Arts Center. So, with the album really beginning to take shape, it was back to Nashville for possibly the most busy yet enjoyable week of recordings we have ever put in. At the end of a long week in the studio, we all decided to assemble for a grand finale session. With a lot of help from our friends, the music for this recording has truly surpassed our expectations. — Paddy Moloney.

	The  CHIEFTAINS
	An Irish Evening
	1992
	71:15
	The  CHIEFTAINS with: Roger Daltrey [v]; Nanci Griffith [v]; Billy Nichols [v]; Clive Cuthbertson [b]; Dave Early [d].

  “Ambitious” was one word used to describe this project, but with a little help from our friends and guests and some hectic rehearsals, we pulled it off with smiles all round. Every Chieftains concert is an event and each one is always different. Each member of the Chieftains thrives on playing live and has a chance to step out in concert. We’ve played all points East and West and the diary is full for the next two years. We look forward to seeing you on the night, but for now it’s all captured here — don’t stay home without it! 

— Paddy Moloney.

	The  CHIEFTAINS
	The Celtic Harp
	1993
	54:45
	The  CHIEFTAINS with the Belfast Harp Orchestra

  The Chieftains mark the occasion of the Festivals bi-centenary with this recording, celebrating the music of the Edward Bunting collection. Following this, four tracks were recorded with the orchestra at concerts in the National Concert Hall, Dublin, and the Barbican Hall, London. A visit to the home and studio of friend Frank Zappa in Los Angeles also resulted in a number of items being recorded and included on the album.

	The  CHIEFTAINS
	The Long Black  Veil
	1995
	58:59
	в каждой песне по вокалисту, соответственно: Sting, Mick Jagger, Sinead O’Connor, Van Morrison, Mark Knopfler, Ry Cooder, Marianne Faithfull, Sinead O’Connor, Tom Jones, The Rolling Stones. Участвуют также: Carlos Nunez [gaitha (Galician pipes)]; Colin James [mandolin]; Daryll Jones [b]; Steve Cooney [didjeridu]; Paul Brady [g]; Brendan Begley [accordion]; Kieran Hanrahan [banjo]; Ry Cooder (с Faithfull и O’Connor) [ac&el g, mandolla, floor slide]; and oth.

	The  CHIEFTAINS
	Santiago
	1996
	57:47
	Derek Bell [harp, tiompan, harpsichord]; Martin Fay [fiddle]; Sean Keane [fiddle]; Kevin Conneff [bodhran, v]; Matt Molloy [fl]; Paddy Moloney [Uillean pipes, tin whistle, arranger, producer]; with: Carlos Nunez [gaita, recorder, whistle, bombard]; Ry Cooder [mandola]; Linda Ronstadt & Los Lobos.

PILGRIMAGE TO SANTIAGO (#1-5)

1. Txalaparta                             1:16

2. Arku - Dantza / Arin-Arin           4:21

3. El Besu  (The Kiss)                       2:19
4. Nao vas ao mar, Toino   (Don't go to the sea, Toino)   2:02
5. Dum Paterfamilias/ Ad Honorem      3:13

6. DUELING CHANTERS               2:55

7. GALICIAN OVERTURE            11:01

8. GUADALUPE                            2:50

9. MINHO WALTZ                      3:21

10. SETTING SAIL / MUINEIRA DE FREXIDO   3:26

11. MANEO                                 3:28

12. SANTIAGO DE CUBA              3:37 

13. GALLEGUITA / TUTANKHAMEN   4:07

14. TEARS OE STONE                     2:40

15. DUBLIN IN VIGO                   7:07

a) Alborada Gallega

b) Miudino

c) Lola

d) Jackson’s Morning Brush

e) Muineira de Cabana

f) Muineira de Chantada

	The  CHIEFTAINS
	Tears Of Stone
	1999
	68:43
	A collection of love songs.

The  CHIEFTAINS with special guests: Mary Chapin Carpenter, The Corrs, Brenda Fricker, Diana Krall, Loreena McKennitt, Natalie Merchant, Joni Mitchell, Sinead O'Connor, Joan Osborne, Bonnie Raitt, The Rankins, Sissel, Akiko Yano, Mora Branach, Eileen Ivers, Annbjorg Lien, Natalie MacMaster.

	The  CHIEFTAINS
	Water From The Well
	2000
	62:56
	label: BMG Entertainment (USA)

Paddy Moloney [uilleann pipes, tin whistle, accordion]; Derek Bell [harp, tiompan, p, harpsichord]; Sean Keane [fiddle]; Martin Fay [fiddle]; Kevin Conneff [bodhran, v]; Matt Molloy [flute].

1. LOTS OF DROPS OF BRANDY

COMPOSED AND TRAD. ARR: PADDY MOLONEY 

2. BEAN AN FHIR RUA (THE RED HAIRED MAN’S WIFE)

TRAD. ARR: PADDY MOLONEY  

3. JACK OF ALL TRADES   

TRAD. ARR: KEVIN CONNEFF  

4. WITHIN A MILE OF DUBLIN / THE OLD BLACKTHORN 

TRAD. ARR: MARTIN FAY

5. THE DUSTY MILLER 

TRAD. ARR: MATT MOLLOY

6. THE LOVELY SWEET BANKS OF THE MOY

TRAD. ARR: MATT MOLLOY

7. AN POC AR BUILE (THE MAD PUCK GOAT)

TRAD. ARR: PADDY MOLONEY

8. THE DINGLE SET

TRAD. ARR: PADDY MOLONEY

9. PLANXTY GEORGE BRABAZON

TRAD. ARR: PADDY MOLONEY

10. THE DONEGAL SET

TRAD. ARR: SEAN KEANE

11 . THE MAY MORNING DEW 

TRAD. ARR: KEVIN CONNEFF

12. THE KILFENORA SET

TRAD ARR: SEAN KEANE

13. AN BUINNEAN BUI (THE YELLOW BITTERN) / THE COUNTY TYRONE / NEWRY HORNPIPE

TRAD. ARR: DEREK BELL

14. BALLYFIN POLKAS

TRAD. ARR: PADDY MOLONEY

15. CASADH AN TSUGAIN (TWISTING OF THE ROPE)
TRAD. ARR: PADDY MOLONEY   

16. LIVE FROM MATT MOLLOY'S PUB    

TRAD. ARR: MATT MOLLOY   

17. AN GOATH ANEAS (THE WIND FROM THE SOUTH) 

TRAD. ARR: PADDY MOLONEY

Группа, которая прославила кельтику на весь свет, отметила пос​ледний год миллениума поистину эпохальным и итоговым альбомом, в котором не только принимает уча​стие легендарный крунер Франки Лейн, но ещё и отражена мировая музыка Земли. В последнее время это понятие обесценено легковес​ными выпусками и скороспелыми музыкантами, но в данном случае престарелые Пэд, Дерек, Шон, Мартин, Кевин, Мэтт поставили всё на места. Трудно провести грань между традицией, которую со​брали по весям, и собственными композициями Пэда Молони, труд​новато обозначить степень вклада приглашённого модного ныне "Алтана". Всё сделано с великим вкусом и живостью, которая ни​когда не пропадала в народной музыке самой интересной стра​ны мира. Альбом не надоедает, его хочется слушать вновь и вновь, и бойкие танцевальные номера отлично соседствуют с баллада​ми. Альбом посвящён ирландской музыке, вдохновлявшей напри​мер Рея Кудера и даже пустившей корни в Испании. Для широко​го круга слушателей у нас — это безошибочно приятный и аутентичный выбор. Для фанатов и знатоков — просто "a must". Оценка: ЕЕЕ    --- Hi Fi Club

	The DUBLINERS
	Transatlantic Years  (1962 - 65)
	1997
	64:45 59:57
	label: Recall

Looking back now to 1962, when The Dubliners came together, they must have come across as almost eccentric, as they alternated between being the folk orchestra for the Gate Theatre and the musical backdrop to crowds in O’Donohues’ Bar. Yet, somehow they emerged as one of the most integrated music groups ever put together. A miracle of Irish urban culture, they quickly built up a reputation as both a close-knit musical unit and entertaining troupe. It wasn’t long before music business promoters recognised in them a ready-made commercial product. [...] The Dubliners’ essentially good-hearted humour travelled especially well. From the cod-rebel mockery of Nelson’s Farewell to the less intense nationalism of The Sea Aroud Us, the musicians created mass-appeal to comic theatre.

The first CD here, then, represents the fluent easy evolution of a unique company of Irish singers and instrumentalists. Yet only a few years later The Dubliners original raw and real sound was almost displaced by a stereotypical image of the five musicians as a pop-paddy outfit who sold Irish music out. [...]

Yet, after members of The Pogues and The Dubliners got together at an Austrian festival in 1987 the lifeforce that informed the Dubliners of 1962 was rekindled. (Maybe Shane McGowan recognised in them the same individuality that brought The Pogues out from the backrooms of London Irish bars into the public eye). When both outfits collaborated on The Irish Rover project it marked an important turning point for The Dubliners, as you’ll hear in the opening track – Barley And Grape Rag – of the second CD. [...]

The first CD of this compilation, then, is a retrospective of the remarkable three years, (1962-1965), when The Dubliners played, toured, drank and gave up their day jobs and had the good times bringing Irish folk music to the international masses. The second one also shows how the central concept of the group has been kept alive by the open-mindedness of its versatile founding members and the enthusiastic imput of the best of 1990s folk and acoustic musicians.

	The DUBLINERS
	Original Dubliners 1966 - 69
	1993
	76:32 74:34
	label: EMI, remaster 1993

С предыдущим изданием не пересекается.

  This collection – assembling their first four albums under one roof all in glorious digitally re-mastered splendour – illustrates just how successful they were in this comunication. Drew’s voice, with its tarred cragginess and booming intensity, was a bit of a shocker for audiences of Irish folk music reared on parlour room politeness and smooth delivery. And then there was the almost overwhelming charismatic presence of the characters in the band themselves with their fiery exuberance and satanic beards blasting out songs of drink and debauchery and stunning audiences out of their pre-conditioned stupor. Add to this the explosive instrumental virtuosity of Sheahan’s fiddle and McKenna’s banjo and it was an irrepressible coctail.

  And Dublin in 1962 was... well... very Dublin. Cheap bars and rich conversation... the intelligentsia deep in dialogue with the incomprehensible. Heady days of wit and optimism, wealth and despair, joy and poverty. And there was the drink. Always there was the drink. [...] They drank and played and drank and played and put the world to rights and drank and argued and drank and fell over. Such was life in Dublin in the early Sixties. Music to the masses was the sentimental tenor singing much beloved of parlour rooms and maiden aunties and folk music – the real folk music of Seamus Ennis (см) and Paddy Moloney and Leo Rowsome – was strictly the domain of the protective  elite, determined to maintain its exclusivity and feather their own warped egotism.

  «When we started Irish music always sounded a bit staid, not much fun,» says Ronnie Drew. «It tended to be presented in an academic way. You know, they’d announce that a tune was 500 years old and everyone would strike these serious listening poses. See, we never did it like that. We wanted to get across the fact that the music was alive and that it had never died. In England and America there’d beeen folk festivals but in Ireland it hadn’t needed it because it had always been alive. But there was these fanatics who believed the thing was absolutely sacred. But it wasn’t. It belonged to the country and everyone could be involved with it and it could lift people’s spirits up. That was all we were trying to communicate.»  The old folk purists frowned and had apoplexies, but the Dubliners simply din’t care. They had no pretentions of being museum keepers, they were musicians playing music the only way they knew how.. and how. Pretty soon they realized they didn’t want or need the approval of the stuffy traditionalists... they were creating their own audience beyond the wildest dreams of any folk musician of the day.  «I can’t really put my finger on why we became so successful,» says Ronnie Drew, «we just did what came naturally and enjoyed ourselves.»  Sure, but it’s a rare enough quality. Slainte!

	Anne  DUDLEY
	Ancient and Modern
	1995
	53:27
	English Carols, Chorales, Psalms.

	DULCIMER
	Room For Thought
	1971
	43:12
	label: Background (England), 1992

 Pete Hodge [v, strings]; Dave Eaves [v, strings]; Jem North [b, perc].

	S(amus  ENNIS
	The Wandering Minstrel (Celtic Classics)
	1974
	48:52
	label: Topic Rec., 1974 / Green Linnet Rec. (USA), 1993

Seamus Ennis [Uillean pipes].

1. My earliest conscious memory of familiarity with The Wandering Minstrel is a 78-record I had of the famous Michael Coleman's fiddle-playing during my mid-teens, although I must have heard my late father play it through the years. As undoubtedly Coleman did, I select its title as applicable to myself. It appears in the O'Neill collection The Dance Music of Ireland: 1001 Gems as "The Merry Maiden". Piper Jackson's Morning Brush, could not have been overlooked in his naming one of his numerous compositions, for in old times the piper was regarded and dressed as a gentleman, in dark suiting, often complete with top-hat, and the dust raised by last night's dancers would be noticeable. To me, the melody expresses satisfaction with the enjoyment of the previous night and hope for as good again or better to come, whilst carrying proud but wistful nuances.

2. A colourful and popular melody, with a colourful name, The Boys of Bluehill lends itself to the variations and adorn​ments of the old pipers from whom my father culled it. Bluehill is a place-name in Co. Cavan, and I am told that there is another Bluehill in Co. Cork. Dunphy's Hornpipe is named in honour of the Chicago piper who gave the tune to James O'Neill (Francis O'Neill's 'notator'). The hornpipe had no name, so O'Neill named it after the player they got it from. Francis O'Neill has a note ‘This unpublished tune had some circulation in County Kilkenny, for Father Fielding also we found, had heard his mother lilting it.’ (F. O'Neill, Irish Folk Music, Chicago 1910, p 115).

3. This is a pastoral song of unrequited love which belongs to Connacht, our Western Province. The bard refers to his loved one as The Glen-Nephin Cuckoo (Cuaichin Ghleann Neifin) with the '-een' diminutive suffix, denoting fondness and attachment.

A point of interest here is that in all instances where I heard the song, the verses were sung to the second couplet of the tune repeated, save in one instance where the singer had retained the full quatrain of the tune for each four-line verse. This also occurred with the same man in the case of another song which had lost the first half of its tune, every​where else. He is Colm O Caoidheain of Glynsk, Cashel Conamara, now either in or approaching his 80th year, from whose memory I noted down 212 songs and snatches, around thirty years ago.

The Slip-jig (9/8 time signature) which follows, is from the same source, but was lilted with words, as an infant-dandling song, Cannavan being a surname. Colm regards it as the folk-composition of a woman who was tending a neighbour's two children in their absence -- an old time babysitter's occupational song!

4. The Frieze Britches, arbitrarily named, is a pipers' elaboration on a straightforward two-strain courting-lilt in Gaelic: 'who is down there that is tapping at the window?' (thrice), 'It is I, myself,' says Connla. 'Connla, my love, don't come any nearer me,' etc. 'The Frieze Britches' ranks among the 'Big Jigs,' having five strains or parts.

5. I do not know of anyone but my late father who played The Flags of Dublin, culled by him from the old pipers. The Wind that Shakes the Barley is a well-known melody and is the vehicle of some lyrics such as 'The Donavons' and another, much older, 'If I Were a Young Maid' origin unknown, which I noted down from the late Mrs. Elizabeth Cronin, Ballyvoumey, Co. Cork, who was a vast repository of folksong in both English and Gaelic, R.I.P.

6. Much favoured for its attractive melodic structure The Little Stack of Barley ('An Staicin Eoma') has been made the vehicle of several lyrics, such as 'Kerry Long Ago,' and is the tune to which couples danced in polka style around a room or hall, a dance named after it since the beginning of the century.

As with song #3, the diminutive suffix '-een' in this title is one of endearment, since it refers to the amount of barley especially designated for distilling purposes.

Cronin's Hornpipe is from the fiddle playing of the late Padraig O'Keefe from Gleanntan, near Castleisland in East Kerry, though I have taken the liberty of introducing some of the second part of another named 'Callaghan's Hornpipe' which O'Keefe nearly always played in the same breath, so to speak. Callaghan remains unidentified in bygone obscurity, but was undoubtedly a player of East Kerry. Cronin was probably Edward Cronin of Tipperary, one of O'Neill’s best informants.

7. As a title The New Demesne speaks for itself and was very probably devised and the tune composed by a nobleman's aspirant or established piper, since it calls for some advanced piping skill. It is thus my father played it and is looked upon as one of the big reels.

8. I was disappointed, some time ago now, to learn that The Blackbird is the tune of a song about a historical figure (James II) secretly so named and not the feathered songster. The tune would certainly be older and is likely to have been an ancient harpist's composition. Converted to dancing rhythm it is one to which specifically set steps are performed.

9. The Double-Jig (6/8 time-signature), is said to be the oldest of our dance-measures. John Gillan was a Chicago business man with a manuscript collection of Irish tunes, several of which found their way ultimately into O'Neill's publications. One of the jigs in Gillan's collection was named Apples in Winter, but as another jig of that name had already been published O'Neill retitled the Gillan MS tune, to avoid confusion. (F. O'Neill. Irish Folk Music, p 93). Likewise The Walls of Liscarroll are respectfully preserved from oblivion as is The Stone in the Field, probably a resting-, meeting-, chatting-, or trysting-place in some obscure spot in Co. Longford, whence hailed James McCrone, R.I.P., a piper who played and so named it for me. Liscarroll is in Co. Cork, about 10 miles N .W. of Mallow. Liscarroll Castle, now a ruin, is a very early AngIo-Norman fortress and has a massive keep flanked by two square and four round towers of extraordinary strength, worthy of preservation if only in a tune-title.

10. Molly O'Malone is the tune of a classical tragic folk-ballad in Gaelic, indigenous to Northwest Conamara, in which, after opening verses of pastoral courtship and devotion, the murder by her lover of a pregnant girl and the subse​quent appearance of her ghost to warn him of imminent arrest are disclosed in a subtle semi-entendu sequence. It ends on a note of his mother's grief over his pending execution. The tune and lyric are known to but few today and I regard them as a happy, fortuitous survival and one of the rarest.

11. Kiss the Maid Behind the Barrel is another of the big reels, calling for advance piping skill and having more than two parts or strains — in this case four. As one would expect from the title, an anecdote tells how it was named but does not call for much inventive imagination.

12. Happy to Meet and Sorry to Part. An attractive double jig (6/8), selected for its name as a farewell-piece, my father frequently played in finalising a recital. I offer it here as my note of  Adieu.

--—   Seamus Ennis

	FLIBBERTIGIB-BET
	Whistling Jigs to the Moon
	1978
	36:34
	label: Si-Wan Records (Korea), 1997

FLIBBERTIGIBBET: Alison Williams [v, bodhran, finger cimbals]; Dave Williams [mandolin, cowbell, bouzouki];  Jo Dudding [v, bones, bodhran, tenor & treble recorder]; Barrie Glenn [g]; Denis Lalouette [el b]; David Lambert [fiddle]; N. Cripwell [string b]; R. Pickett [d]; Peter Hubner [p, k].

1. The Blackleg Miner   traditional
2. Little Roving Sailor   traditional
3. Medley (Extracts from the Rose Tree, The Chanter’s Song, Humours of Whiskey)   traditional
4. Mariner Blues

5. The Black Cap

6. An Suisin Ban   traditional
7. Blackberry

8. Whistling Jigs To The Moon (The Dancing Master’s Reel)

9. The Brisk Young Widow (Sheffield Hornpipe)   traditional
10. Seafarer

11. The Green Cockade   traditional
12. Four Drunken Maidens (Rolling In The High Grass)   traditional
13. Episodes

14. Shepherd O Shepherd (Linnen Hall)   traditional

	Paddy  GLACKIN
	Rabharta Ceoil  (In Full Spate)
	1991
	43:01
	label: Gael - Linn (Dublin)

Paddy Glackin is regarded as one of Ireland's finest fiddle players and this, his second recording is a testimony to this fact. On this recording you will hear Paddy's vibrant and energetic fiddle playing as he sifts through the classic tunes of the great fiddle players who have influenced his music. Couple this with the innovative accompaniment of his long time friend Donal Lunny and Donal's outstanding production and listen to a recording that encapsulates the artistry of Paddy Glackin as a fiddle player.

Paddy Glackin's early introduction to fiddle playing and traditional music in general was through his father, Tom Glackin, a native of the area around An Clochan Liath (Dungloe) in north West Donegal. [...]

Paddy has also listened extensively to players of the calibre of Denis Murphy, Padraig O'Keeffe and Sean Maguire and he spent much time with the Clare fiddle player, John Kelly, who was well-known for his large repertoire of music as well as his insights and views on the subject.

Paddy himself feels that, besides direct musical infulences, others have helped to form and shape his view of the music in all its aspects. Paddy is quick to mention the accordion player and broadcaster, Tony MacMahon, as someone who stimulates and challenges ideas on both playing and thinking about music in different ways. Breandan Breathnach, with whom Paddy spent a lot of time, is another important influence on Paddy's approach to traditional music, its assessment, appreciation and performance. Another eminent musician whose vast and detailed knowledge of traditional music and song impressed Paddy was Seamus Ennis and Paddy speaks highly of Seamus Ennis's musical insight and values.
While Paddy's art is essentially that of a soloist, he has been involved in a range of groups and performances which demonstrate his musical flexibility and his willingness to experiment in placing "authentic" traditional music in new and often quite alien contexts. [...]

Outside the more conventional settings, Paddy has juxtaposed his fiddle music alongside sophisticated synthesiser accompaniment and arrangements on an album with Jolyon Jackson, and has performed "Roaratorio" with the composer John Cage, widely in Europe and the United States of America. Paddy has also worked at and promoted other aspects of traditional music as an adminstrator when he was Traditional Music Officer with the Arts Council in Dublin and also as a radio and television producer and presenter with Radio Telefis Eireann.

On this his second solo recording, Paddy is joined by his friend, Donal Lunny. Donal's influence on traditional music in the last two decades is well-known and he is held in very high esteem for his original and creative approach to arranging and accompanying traditional music. Paddy has worked many times with Donal, and the empathy between both players is evident in their live and recorded performances. Of this recording, Paddy says "I set the outlines. Donal fills in the colours". What Paddy offers us here is an imaginative, daring and very personal view of the music he looks at through many windows. The music on the album speaks for itself.

1. Rileanna:  2:41

Sporting Paddy, John Doherty's, McFartey's.

2. Poirt Shingil/Dubailte: 3:13 

The Fairy Jig, Frainc a'Phoill's. 

3. Rileanna: 2.42

The Moving Bog, Jenny Picking Cockles, The Homless Cow.

4. Poirt:  3:05

I Buried my Wife and Danced on Top of Her, Fraher's.

5.   Rileanna:  4:26

John Stewart's, James Byrne's, Pretty Peg, Miss Patterson's Slipper.

6. Poirt:   2:49

Darby Gallagher's, Con Cassldy's. The Irish Washerwoman.

7. Fonn:  3:25

Paddy's Rambles Through the Park.

8. Rileanna:   2:46

Old Peter Street, John McGinley's, Hand me Down the Tackle.

9. Poirt:  2:52

Ri na bPiobairi (King of the Pipers), The Mooncoin.

10. Cornphiopai:  2:46

The Stage, Chief O'Neill's.

11. Rileanna:   2:44

Rakish Paddy, The Wild Irishman. 

12. Rileanna:  2:53
The Connacht Heifer, The Steampacket. 

13. Rileanna:  2:51

The Last House in Connacht, The Gooseberry Bush.

14. Rileanna:  3:30

The Dispute at the Crossroads, The Queen of the May, Jenny's Chickens.

	The  IRISH FOLK  FESTIVAL
	The Best Of The  IRISH FOLK  FESTIVAL:

“The Seventies” (Fest #1-5)
	
	62:17
	label: Xenophon / Wundertute, 1988

Comhluadar
Air: Ros Gael Dubh / Reels: Imelda Roland’s &Cregg’s Pipes 5:03
De Danann feat. Andy Irvine
The Emigrants Farewell 4:46 

The Boys of Ballysidare 3:32
Eddie & Finbar Furey 

Cock of the North 3:23 

Anac Cuan 4:58
Dolores Keane & John Faulkner
Mouth Music / Lilting 2:01 
Johnny Lovely Johnny 3:57
Jackie Daly & Seamus Creagh
Connie O’Connell’s Slides 1:59
Mick Hanly
I Courted a Wee Girl 3:10
De Danann
The Sunny Banks / The Rising Sun 2:22
Clannad
An Gabhar Ban (The White Goat) 3:30 

Mrs. McDermott 3:43
Jerry Bourke 

Erin’s Lovely Lee 3:23
Liam O’Flynn, Mick Hanly & Andy Irvine
Double Jigs: Brian O’Lynn / Sean Bun 2:25
Andy Irvine & Mick Hanly
The Longford Weaver 4:26

Liam O’Flynn, Mick Hanly & Andy Irvine

Reels: Master’s Return / Kitty’s Wedding
Treasa Ni Mhiollain

An Spailpin Aerach

Jackie Daly

Tir Na Nog

Micho Russell

The Red Dog

	The  IRISH FOLK  FESTIVAL
	The 4th Fest.    [2CD]
	1977
	47:39

44:44
	label: Xenophon / Wundertute, 1993

CD ONE
MICKO RUSSELL (Concert Flute, Tin Whistle, Vocal) 

The Red Dog 3:00
The Battle of Aughrim / Saint Ruth’s Bush 2:35 

Boys O Boys 1:51
INCHIQUIN:
NOEL HILL (Concertina) 

TONY LINNANE (Fiddle)

BARRY MOORE (Vocal, Guitar)

Michael German’s / The Congress Reel 4:57
Lonesome Robin 4:42
Patsy Toohey’s Jig 2:39
The Star of Munster / The Bucks of Oranmore 4:06
ANDY IRVINE (Bouzouki, Hurdy Gurdy, Vocal, Harmonica)

& MICK HANLY (Guitar, Vocal)

Johnny Cope 4:49
A Kiss in the Morning Early 4:19
Bonny Woodhall 5:50
John Barleycorn  3:37
The Verdant Braes of Skreen  5:08

CD TWO
MICKO RUSSELL (Tin Whistle, Vocal)

Lilting 2:54
The Green Groves of Erin / I Will Leave 2:24
JACKIE DALY (Accordion)

& SEAMUS CREAGH (Fiddle, Vocal)

The Four Shoves 3:19
Why Paddy’s Not At Work Today 4:21
Johnny Micky Barry’s / Padraig O’Keefe’s 2:53
Mrs. Crotty’s Waltz 3:03
The Mason’s Apron / Paddy Killoran’s 3:28
DE DANANN: 
JOHNNY McDONAGH (Bodhran, Bones), 

ALEC FINN (Bouzouki), 

FRANKIE GAVIN (Fiddle, Tin Whistle), 

JOHNNY MOYNIHAN (Bouzouki, Mandolin, Tin Whistle, Vocal), 

CHARLIE PIGGOTT (Tenor Banjo, Tin Whistle, Bouzouki)

Wren Tunes 2:46
Love Will You Marry Me 3:32
Bodhran & Whistle Improvisation 4:10
Mac’s Fancy / The Mist Covered Mountain / The Irish Tinker / Farewell to Ireland 5:56
The Sunny Banks / The Rising Sun 2:31
IRISH FOLK SESSION (All Musicians) 

Lannigan’s Ball / Danny O’Connell’s 3:20

	The  IRISH FOLK  FESTIVAL
	The 5th Fest.    [2CD]
	1978
	43:26

39:43
	label: Xenophon / Wundertute, 1993

CD ONE
COMHLUADAR
PADRAIG O’CARRA (Tin Whistle, Zither, Bodhran)

IDE NI FHAOLAIN (Fiddle)

MAIRE Ni CHATHASAIGH (Tin Whistle, Harp)

MARTIN O’CONNOR (Accordeon, Concertina)

Jigs: The Rose In The Heather / The Legacy Jig 3:12
Song: Hindreo Horo / Reels: The Broken Pledge / The Maid Behind The Bar 5:01
Air: Ros Dubh / Reels: Imelda Roland’s / Cregg’s Pipes 5:41
Zither Solo: Air: Taimse ‘im chodhla ‘sna duistear me 3:11
Jigs: Apples In Winter/Scatter The Mud For Maggie (Polka) 3:34
MICK HANLY (Guitar, Vocal), 

ANDY IRVINE (Hurdy Gurdy, Mandolin, Bouzouki, Vocal), 

LIAM O’FLYNN (Uillean Pipes, Whistle)

Pipe Solo: I Buried My Wife And Danced On Top Of Her / Bimid ag ol 2:58

Song: Molly Bawn 5:34
Double Jigs: Brian O’Lynn / Sean Bun 3:14
Song: I Courted A Wee Girl 3:22
Song: The Longford Weaver 4:27
Reels: Master’s Return / Kittie’s Wedding 3:06

CD TWO
DOLORES KEANE (Vocal, Hurdy Gurdy), 

JOHN FAULKNER (Vocal, Guitar, Fiddle)

Will Ye Go To Flanders? 5:24
The Generous Lover 4:45
The Jolly Bold Robber 3:46
Mouth Music / Lilting 2:48
Johnny Lovely Johnny 4:27
JOHN DOONAN (Piccolo Flute), 

DAVE BULMER (Piano, Accordeon)

Reels: Fermoy Lassies / Sporting Paddy / The Dawn Reel 3:27
Lament: Women Of Ireland 5:03
Two Kerry Polkas / O’Neill’s Cavalcade 3:48
Set Dance: The Little Heathy Hill 2:44
Reels: The Munster Buttermilk / Irwin’s Favourite 3:25

	The  IRISH FOLK  FESTIVAL
	From The Eighties Into The Nineties (Back To The Future)
	
	70:50
	label: Xenophon / Wundertute, 1990

1. ALTAN The Road To Durham 3:26
2. ANDY M. STEWART & MANUS LUNNY Ferry Me Over 5:54 

3. NOEL HILL I Buried My Wife And Danced On Top Of Her / Down The Back Lane 2:11
4. JOE & ANTOINETTE Mc KENNA The Morning After Love 3:34 

5. DE DANNAN Eleanor Rigby 3:03
6. MAIRE NI CHATHASAIGH & CHRIS NEWMAN Tuirne Mhaire 2:26 

7. DOLORES KEANE & JOHN FAULKNER Sliabh Gallion Braes 2:42 
8. NOEL HILL The Banks Of tSulan 3:43
9. JOE & ANTOINETTE McKENNA Round The House / Off To The Circus / Escape From Spiddal 3:40
10. DE DANNAN The Call And The Answer 3:46
11. MAIRE NI CHATHASAIGH & CHRIS NEWMAN The Harper’s Chair / The Cherry Blossom 2:13
12. DOLORES KEANE The Kilnamartyr Exile 3:48 

13. DE DANNAN The Clumsy Lover 3:55
14. JOE & ANTOINETTE MCKENNA End Of Winter 3:57
15. ANDY M. STEWART They Wounded Old Ireland 5:04
16. MAIRTIN O’CONNOR Midnight On the Water 3:49 

17. DOLORES KEANE & JOHN FAULKNER Cragie Hills 4:40 
18. MAIRE NI CHATHASAIGH & CHRIS NEWMAN Lady Gethin 2:29 
19. ANDY M. STEWART I’d Cross The Wild Atlantic 6:30
Robin Williamson (ex- The Incredible String Band) interviewed by Rob Storey

RW: There's fantastic young bands in Northern Ireland and Ireland today. And in Scotland there's people playing essentially traditional music, they're 19-23 years old, playing devastatingly well. They've got youth, vigour, they've got talent and skill, all that stuff going for them. There's a strong element in punk as well. That's a non-skilled music, relying on energy rather than skill, and its quest is for the authentic, the non-slick. I always thought there was a lot of kinship in that. In various ways some of that's going on now, with the independent music scene, not the pop scene obviously. In every generation there's a bit of that going on.

I thought what made folk music 'folk' rather than 'pop' is that pop music is made primarily to sell, whereas folk music is made primarily to live with and to celebrate the occasions of life, to pass the time, while you're working, or trying to have a good time. Some rock and roll is definitely "folk music," but I wouldn't say that some of the more glitzy kind of Radio I muzak qualifies, it's more like something made for profit. A novel or a film is different than a fairy tale. A fairy tale is something made by thousands of people over thousands of years whereas a novel or a film is made once by one person, or a small group of people, for profit, essentially. 

RS: So is it intention that defines what a music is rather than style or musical structure? 

RW: Yes, it's whether it's got that essential humanity about it. I come back to real music -- if it seems real it’s real, otherwise it's just somebody just prancing around posturing. "A poor player that struts and frets their hour upon the stage and then is heard no more."

RS: Luis Bunuel wrote that he remembered in his childhood the once-yearly visit of an orquestra to his village in Castilla, and that this being the one musical experience of the year, for two months beforehand there would be great excitement. Now, ninety-something years later music is everywhere in modern life. What effect does that have on people in relation to music?

RW: You get bombarded by it. One does tend to get blase about sound. I suppose if you went away and lived in a cave for a year or two and didn't listen to any music, when you first heard it again it would be that much more impressive. There's such a thing as getting jaded.

There's a very good bit in Aldous Huxley's Doors of Perception, that old book, where he's talking about the Middle Ages -- if you were a peasant and you were seeing green and brown, and then you'd go into a cathedral all hung with coloured cloth, with stained glass, and all that would be tremendously visually exciting compared to what you'd see on an everyday basis. I don't like the term "folk music" very much really. I always thought there were geniuses who didn't have the advantage of a great education or a wide scope of exposure. But in a small town in Ireland there might have been some bloke who did something absolutely extra-ordinary on the fiddle or the pipes, and but for the accident of being in the wrong place would have been classed as a virtuoso or something. Otherwise he's just some geezer in a back room.

	Andy  IRVINE  &  Paul  BRADY
	Irvine & Brady
	1981
	46:06
	label: Green Linnet Rec.

Andy (см. тж. с Planxty) [v, bouzouki, mandolin, hurdy-gurdy, g]; Paul [g, mandolin, whistle, harmonium]; Donal Lunny [bodhran, bouzouki, g]; Kevin Burke [fiddle].

1. Plains of Kildare: The first time I heard this song sung was in America where Cisco Houston sang about "Stewball",

“I rode him in England, I rode him in Spain. And I never did lose boys, I always did gain.”
There is also another version which found its way into the American negro tradition and was widely sung in the southern work camps. The next time I heard the song, it was sung to me by Bert Lloyd, who called the horse "Skewbald". In his version, Skewbald was owned by Arthur Marvel and ran against a grey mare called Miss Griselda "on the Sporting Plains of Kildare". In 1964, Eddie Butcher of Magilligan, Co. Derry sang for me another version of Stewball, who this time was challenged by "young Mrs. Gore" to run against Miss Griesel. I in turn passed the song on to Andy and the version which you hear now is the out​come. The facts are that sometime around 1790 a race took place on the Curragh of Kildare between a skewbald horse owned by Sir Arthur Marvel and "Miss Portly," a grey mare owned by Sir Ralph Gore; The race seemed to take the ballad makers' fancy and must have been widely sung — an early printed version appeared in an American song book dated 1829. The song as sung here is a combination of Bert Lloyd's version and Eddie Butcher's version but I think, for the future, it can only properly be called Andy Irvine's version. 

2. Lough Erne Shore: The Ulster love songs, it seems to me, are becoming more and more an essential part of a singers repertoire. Maybe it is because of the quality of the singers one hears from the North, (such as Geordie Hanna, Joe Holmes, Len Graham, Paddy Tunney, Sarah Makem etc.) or the poetic quality of the words and the beautiful airs of these songs. The song sung here by Paul is one which he heard from Paddy Tunney. Paddy's mother, Brigid Tunney, who died only last year, was one of our finest singers and had a vast store of this type of love song.

3. Fred Finn’s Reel and Sailing into Walpole’s Marsh: These two reels were leamt from Deirdre Shannon (fiddle), Brian Bailey (flute) and Trevor Stewart (Uillean pipes), a fine trio from the north of Ireland. Fred Finn is a noted fiddler from Killavil, Co. Sligo, a county which has produced many remarkable

musicians. "Sailing into Walpole's Marsh" is one of those great modal tunes which must have given many a headache to the piano accompanists determined to play it in A minor!

4. Bonny Woodhall: The origins of this song are obviously Scottish. I have never heard it sung here although it was collected years ago by Sam Henry in Ulster. Andy first heard it sung to a different air, by Dick Gaughan, and it is also sung to a third air similar to that of "Erin go Bragh". 

5. Arthur McBride and the Sergeant: After the landlord's agent, probably one of the most hated persons in Ireland was the recruiting sergeant. The Irish peasant, destitute of worldly possessions and ground down by poverty, was forced of necessity to fight for a power which he despised; The ballad maker, being aware of this, was not slow to express his feelings in some of his most vicious ballads, always with a sarcastic edge. The earlier ballads such as this one, Mrs. McGrath, "The Kerry Recruit" and "Johnny I Hardly Knew Ye", set the tone for the later anti-recruiting songs such as "Sergeant William Bailey" and "The Tipperary Recruiting Sergeant", written during the 1914-18 war, when England was attempting to enforce conscription in Ireland. The sarcasm of the song cannot hide the terrible conditions under which soldiers were forced to serve after they had accepted the shilling, and Arthur's words:

"I would not be proud of your clothes. For you've only the lend of them as I suppose. And you dare not change them one night for you know. If you do you'll be flogged in the morning."

are only too true, when one considers that twenty five lashes with the cat-o-nine tails was the minimum punishment and a staggering 1500, the legal maximum. All this for eight pence a day. The song was collected in Limerick by P. W. Joyce about 1840. On account of its phraseology, he was disposed to think that it came from Donegal. The version sung here by Paul is one which he heard in America .

6. The Jolly Soldier: This is a modern variant of the old ballad of Earl Brand where the father and seven brothers are slain by the lover they are pursuing. In the older version, the lady asks Sweet William to have mercy when he comes to her father,

"O hold your hand Sweet William, she said. Your bull baits are wondrous sair, Sweet-hearts I may get many a one. But a father I will never get mair." However the lady in this ballad has a better eye to business,

"Fight on", cried the lady, "for his offer is too small" "Stay your hand" says the old man, "and you shall have it all". 

7. The Blarney Pilgrim: A fine three part jig, straight out of the Cork/Kerry tradition. Learnt from Paul Davis.

8. Autumn Gold: This is the final song in a quartet written by Andy during his sojourn in Eastern Europe in 1968-69. He tells me that this one was written after spending some months in the town of Ljubljana in Yugoslavia. The other three songs have already been recorded by Andy while a member of Planxty.

9. Mary and the Soldier: It's the old story of the soldier heading for the wars and leaving the girl behind him. In some ballads she dressed herself up in men's clothing and went along with him. Numerous too are the songs about the female sailors and female soldiers. More often than not, she went along as the pretty drummer boy or the pretty cabin boy. In this particular song, he is so impressed by her loyalty that he marries her before he goes away. Sam Henry collected this song in Magilligan Co. Derry and it appears in his collec​tion under the title of "The Gallant Soldier". 

10. The Streets of Derry: A more complete version of this song was recorded in 1952 by Peter Kennedy and Sean O'Boyle from Sarah Makem in Keady Co. Armagh, and she gave them her version of the story thus:

"A young gentleman that fell in love with a rich lady and her parents didn't want him to get her and she fought hard to get him and she went away to the Queen and got pardon. She took her Willie and she married him and defied her parents — She was right. I didn't blame her one bit. He was the fellow she wanted and she was right to take him". 

The song is similar to "The Maid Freed from the Gallows" (Child 95). It was also collected by Sam Henry and appears in his collection, "Songs of the People" under the title The Dreary Gallows" (No. 705). 

11. Martinmas Time: There are many songs of this type; If the soldier is not trying to get into the girls bedroom without her parents knowledge, she is trying to get a suit of men's clothing to follow him to war, or else she has espied him on parade and tells her parents she will wed no other but he. In this song, the soldiers extract a solemn promise that the maid will come to their quarters and she, being true to her word, does so. By adopting a master​ly disguise (cutting her hair and wearing trousers) she succeeds in cheating them of their implied lustful desires while keeping her part of the bargain. She leaves a sign to show that she has been there and gallops home a maiden. 

12. The Little Stack of Wheat: This hornpipe has been a great favourite with fiddlers since Michael Coleman recorded it with "The Stack of Barley" on a 78, more than thirty years ago. Suffering from the vagaries of fashion, the tune has not been played so much recently. However a good tune has a life of its own and is ultimately unaffected by changing tastes.

Frank Harte

	JETHRO  TULL
	Stand Up
	1969
	37:58
	folk-rock

	JETHRO  TULL
	Benefit
	1970
	43:11
	

	JETHRO  TULL
	Aqualung
	1971
	43:34
	

	JETHRO  TULL
	Thick As A Brick
	1972
	43:44
	

	JETHRO  TULL
	Living In The Past
	1972
	74:37
	

	JETHRO  TULL
	A Passion Play
	1973
	45:07
	

	JETHRO  TULL
	War Child
	1974
	39:21
	

	JETHRO  TULL
	Minstrel In The Gallery
	1975
	45:16
	

	JETHRO  TULL
	Too Old To Rock’n’Roll...
	1976
	42:35
	

	JETHRO  TULL
	Songs From The Wood
	1977
	41:45
	

	JETHRO  TULL
	Heavy Horses
	1978
	42:43
	

	JETHRO  TULL
	A
	1980
	42:48
	

	JETHRO  TULL
	Rock Island
	1989
	50:35
	

	JETHRO  TULL
	Catfish Rising
	1991
	60:24
	

	JETHRO  TULL
	Roots To Branches
	1995
	60:06
	

	JETHRO  TULL
	Dot Com
	1999
	60:28
	

	(JETHRO TULL)
	Ian  ANDERSON:

“Divinities (Twelve Dances With God)”
	1995
	47:20
	ex- JETHRO TULL

	Sandra and Nancy KERR
	Neat And Complete
	1996
	49:19
	label: Fellside Recordings (UK)

Nancy Kerr [v, fiddle, viola]; Sandra Kerr [v, English concertina, g, Appalachian dulcimer].

I have fond memories of Sandra, Ron and, a very young, Nancy on their regular pilgrimages back to Ron's home country of Northumberland. There was always music for Nancy to join in or absorb. Since the family moved to live in Warkworth in the late 80s, Nancy has flowered as a musician and singer and, although she is building a widely based repertoire, her early exposure to the music of the north shines through. Ron, a superb piper, was one of the first to champion the 18th century Northumbrian tunes so it is wonderful to hear this album open with ‘Lads of Alnwick’ (#1) and include so many other northern classics, old and new. It is rare that two such fine performers, with such an obvious love of the tradition, bring such a feast of music and song together on one album -- I hope you enjoy it, I know I shall.

Alistair Anderson

	Lou  KILLEN
	Sea Chanteys
	1973
	32:40
	label: Syndicore (ESP Disk) / ZYX Music

Recorded 1968.

Lou Killen is a member of the Irish singing group The Clancy Brothers
Lou Killen is a classic traditional folksong artist and at the same time a devoted scientist of a special kind. A man with a theme. Since 1961 performing and recording artist, program organizer, archivist and lecturer with a huge amount of activities to his credit:

Vocal artist, and interpreter of British traditional folk music. Master accompanist on the English concertina. Storyteller. Recording artist.

Organizer and resource person for the establishment of traditional music organizations, week-end schools, teaching camps, and general educational programs involving folk traditions.

Lecturer on the socio-historic dimension of traditional song, and traditional music as a viable art form. Major topics: sea, industrial, working communities, balladry, and traditional song and storytelling perfor​mance.

Teaching staff at 15 three-day music schools and 16 week-long music camps in Great Britain and the US. Teaching workshops also conduc​ted for folkmusic societies and festivals in conjunction with concerts.

Articles and reviews in the following publications:

English Dance & Song, London 

Sing Out! New York 

Come For To Sing, Chicago 

Canadian Folk Music Bulletin, Calgary

Concertina Magazine, White Stone, VA 

Journal of the Seattle Folklore Society, Seattle

Killens performing career includes an incredible variety ... must this man have met people!

Performances at over 100 festivals of folk music, including the American Folklife (Wash., D.C.). Newport, Philadelphia & Mariposa Festivals in the US and Canada, & Cambridge, Loughborough, & Edinburgh Festivals in the UK.

Over 3000 performances in most of the major halls in the US, Canada, Aus​tralia and Great Britain as a solo performer, in concert with others, and as member of the Irish singing group THE CLANCY BROTHERS. (Halls include Carnegie, Avery Fisher, Royal Albert, and Royal Festival).

Radio and television performances on British Broadcasting Corporation, Tyne Tees Television, Granada Television, Westinghouse, National Public Radio, Minnesota Public Radio, and numerous local broadcasting stations.

1. ROW BILLY ROW           2:42

2. GOOD ALE                 2:05

3. PLEASANT AND DELIGHTFUL 3:09

4. LORD FRANKLIN          2:39

5. SHEFFIELD APPRENTICE    4:27

6. SHOALS OF HERRING      3:35

7. BOLD JACK DONEHUE      2:48

8. BOLD JACK DONEHUE STORY 2:27

9. WEEK BEFORE EASTER      2:36

10. THE BLACK SMITH          2:42

11. THE BLIND COW  CAUGHT FIRE  2:33

	KORNOG  -- см. ниже, в разделе “France / Britanny”
	 (Music from Britanny)
	
	
	

	Bill  LASWELL
	Emerald Aether:

Shape Shifting
	
	49:46
	Reconstruction of Irish Music – engineering by Robert Musso, mix translation by Bill Laswell.

	Donell LEAHY
	Leahy
	1997
	44:22
	www.virginmusiccanada.com/LEAHY 

Donell [fiddle]; Erin [p, k]; Siobheann [b]; Maria [ac g, mandolin]; Frank [d]; Agnes [stepdancing]; + Doug & Angus [fiddle].

Скрипач-виртуоз Donell арранжирует и исполняет традиционные ирландские мелодии (за исключением №6 - medley и №8 - czardas. Такому замечательному и экспрессивному парню вполне позволительны подобные отступления для демонстрации своего мастерства.)

1. B MINOR (Irish trad.: "Jenny's Chicken" / "The Glasgow Reel")

2. CAPE BRETON MEDLEY (trad.: Shetland Reels)

3. McBRIDES (trad., from Irish band Moving Hearts)

4. THE FRENCH (medley, trad.)

5. THE CALL TO DANCE (trad.: Westburne Reel" / "Andy Renwick's Ferret")

6. ALABAMA (medley)

7. DON MESSER MEDLEY ("Don Messer's Breakdown" / trad.: "Mother's Reel" / "Johnny Wagner")

8. CZARDAS (trad.: Hungarian Dance)

9. COLM QUIGLEY (Irish trad. reels: "King of Fairies" / "Traditional Strathspey" / "Colm Quigley" (by Leahy)

10. THE COULIN (trad., Irish Lament) 

	Loreena  McKENNITT
	Elemental
	1985
	36:42
	Traditional English songs.

	Loreena  McKENNITT
	To Drive The Cold Winter Away
	1987
	45:46
	label: Warner / Quinlan Road

L.M. [v, harp, troubador harp, celtic harp, accordion, tambourine, finger cymbals, tin whistle]; Shannon Purves-Smith [viols (#1,8)]; Cedric Smith [add. V (#3)].

  “The arrangements are sparse but somehow I felt that reflected the dynamics of the fall and winter seasons, and that there can be much beauty in such simplicity. As it is recorded on lokation, you may occasionally hear sounds of the life continuing on around us. We hope these are not distracting, but rather are embraced like flecks of straw in the wool sweater your grandmother might have knitted to keep the cold winter away.” — L. M.

	Loreena  McKENNITT
	Parallel Dreams
	1989
	43:36
	Traditional + by L. M.

L.McKennitt [v, harp, bodhran, ukelin, whistle, k]; featuring: Shelly Berger [pzud, b]; Patrick Hutchinson [uillean pipes]; David Woodhead [accordion, mandolin]; Brian Hughes [g]; Oliver Schroer [violin, fiddle]; George Coller [cello, tamboura]; Rick Lazar [udu drum, congas]; Ratesh Dasj [tablas]; Al Cross [perc].

   “Beyond the transportation into fantasy, dreams have served as a vehicle through which we have integrated our conscious and subconscious, the real and the surreal, the powerful and the intangible. The dreams found in this recording span a wide range from the contemporary to the historical as in the Romeo and Juliet story of Jeannie and her lover in “Annachie Gordon” (#4); the singular as in the little Dublin street girl who dreams of having a home (#6); to the plural in those who dream of freedom as reflected in “Breaking the Silence” (#7); or the earth’s yearning for release from the oppression of the human hand in “Ancient Pines” (#8). In the “Huron ‘Beltane’ Fire Dance” (#3) I have tried to recall the reverence for dreams of the North American first peoples and the early Celts. If there is a recurrent thread which runs through these reams it is one of yearning toward love, liberty and integration. Of all the variations of dreams we may have, these surely are our parallel dreams.” — L. M.

	Loreena  McKENNITT
	The Visit
	1991
	49:07
	traditional + by L. M. + lyrics by Shakespeare

L.McKennitt [v, accordion, harp, ukalin, bodhran, whistle, k]; featuring: George Koller [b, cello, mad fiddle, tamboura, sitar]; Patrick Hutchinson [uillean pipes]; Rick Lazar [udu drum, perc]; Brian Hughes [g, balalaika].

  “I have long considered the creative impulse to be a visit — a thing of grace, not commanded or owned so such as awaited, prepared for. A thig, also, of mystery. ‘Who is this, and what is here?’ wonder Arthur’s knights at the sight of the Lady of Shallot. This recording explores some of that mystery.

  It looks as well into the earlier eastern influences of the Celts, the likelihood that they started from as far away as India before being driven to the western margins of Europe in the British Isles. With their musical influences came rituals around birth and death which treated the land as holy and haunted; this life itself as a visit. Afterwards, one’s soul might move to another plane, or another form — perhaps a tree. The Celts knew then, as we are re-learning now, a deep respect for all the life around them. This recording aspires to be nothing so much as a reflection into the weave of these things.” —  L. M.

	Loreena  McKENNITT
	The Mask and Mirror
	1994
	52:49
	traditional + by L. McKennitt

  Introduction. I looked back and forth through the window of 15th century Spain, through the hues of Judaism, Islam and Christianity, and was drawn into a fascinating world: history, religion, cross-cultural fertilization... From the more familiar turf of the west coast of Ireland, through the troubadours of France, crossing over the Pyrenees and then to the west through Galicia, down through Andalusia and past Gibraltar to Morocco... The Crusades, the pilgrimage to Santiago, Cathars, the Knights Templar, the Sufis from Egypt, the Celtic sacred imagery of trees, the Gnostic Gospels... Who was God? And what is religion, what spirituality? What was revealed and what was concealed... and what was the mask and what the mirror?

1.  The Mystic’s Dream (7’39”). Granada, Spain... evening.. lights across the city embrace the body of the Alhambra; the smells of woodsmoke an food hang in the narrow streets. Rambled around the Moorish section of the city; picked up a little gold mirror, an incense burner, a tiny bottle of perfume... Reading Idries Shah’s book ‘The Sufis’, prefaced by Robert Graves. “... a secret tradition behind all religious and philosophical systems, Sufis have significantly influenced the East and West... They believe not that theirs is a religion, but that it is religion... The ‘common sufi’ may be as common in the East as in the West, and may come dressed as a merchant, a lawyer, a housewife, anything... to be in the world, but not of it, free from ambition, greed, intellectual pride, blind obedience to custom, or awe of persons higher in rank.”  ...It appears there may be an association with the Druidic order of the Celts. ...Nusrat Fateh Ali Khan is a Qawali Sufi. Idries Shah on Rumi: “the union of the mind and intuition which brings about illumination, and the development which the Sufi seek, is based upon love...”   ...We had been there in daylight and they invited us back to hear their music, but when we returned in the evening, we got lost trying to find our tracks among the many in the sand...

	Loreena  McKENNITT
	A Winter Garden (Five Songs for The Season)
	1995
	22:29
	label: Quinlan Road Limited (London); 

e-mail: postmaster@quinlan.demon.co.uk 

This recording is the result of a collaborative few days, in July 1995, between some of the musicians I regularly work with and some special guests. The primary purpose was to explore the potential in our musical chemistry. I used the vehicles of some familiar and lesser-known Christmas and winter carols, as well as traditional English lyrics that I set to music in 1982 ("Seeds of Love").

Conducted in the very rural and comfortable environs of Real World Studios in Wiltshire, England, it became one of my most enjoyable recording experiences. The company and musicianship were superb and stimulating and a special thanks goes to all involved.

1. Coventry Carol (from the “Pageant of the Shearmen and Tailors”, 15th cent.)

2. God Rest Ye Merry, Gentlemen (traditional English, 18th cent.)

3. Good King Wenceslas (John Mason Neale, 1818-1866)

4. Snow (Archibald Lampman, 1861-1899)

5. Seeds of Love (traditional)

	Loreena  McKENNITT
	The Book Of Secrets
	1997
	53:22
	

	Loreena  McKENNITT
	Live in Paris and Toronto
	1999
	46:29 54:24
	label: Quinlan Road
«Я рискую навлечь презрение ме​ломанов и "Кельтского общества М. Гладкова", но новый концертник рыжеволосой ведьмы-канадки для меня такая же полная загадка, как и для "Британского совета" в Моск​ве. Правда, у меня есть оправда​ние: я не успел сходить в Интернет, который теперь появился у нашей газеты. У "Бритсовета" нет оправ​дания: он зависит только от соб​ственных кумовских связей, которые понимают не музыку, а лишь свою корысть. Музыка, но не корысть правят арфисткой и аккордеонисткой и её 30 нео-фольк-музыкантами в туре по Ка​наде и Франции. Концерт (даже в записи!) швыряет вам в лицо жёсткую правду: мы продолжаем отставать в пережива​ниях и менталитете от Запада, как в советскую пору. Всё, что к нам приезжает и показывается по МТВ-Диск-каналу, есть жвач​ка, и мы жуём её с видом королей. Как глупо! Вот оно, великое и освежающее! Вот то, о чем я талдычу годами под высокомер​ный игноранс всяких там Шавыриных и Троицких, будь они неладны. Здесь слишком мало места, чтобы убедительно про​вести грань между "Руками вверх", Земфирой и нирванизмом, с одной стороны, и Лориной Маккенит — с другой. Я вообще не могу поставить плотину разума потоку эмоций, ко​торые давно так не плескали. Не могу даже внятно начать рас​сказывать о Ней. Цена в 800 рэ за диск кажется мне стоимостью пломбировки зуба, ко​торый перестает беспокоить при этой музыке. Оценка 100$»   [Очень эмоциональная оценка в $100 обозревателя (HiFi Club), обычно колеблющаяся от $2 до $20, может быть поддержана и нами. Вообще, это хорошая мысль – оценивать диск не в каких-то непонятных абстрактных баллах, а в живых гринах, которых тебе самому не жалко было бы выложить за эту музыку.]

	Sally DEXTER, Julie MURPHY, Ian GILES, Andy TURNER with The MELLSTOCK BAND
	Songs of Thomas Hardy's Wessex
	1995
	67:15
	label: Saydisc (England)

The Mellstock Band: Dave Townsend [concertina, bass concertina,  director]; Mark Emerson [violin, viola]; Charles Spicer [fl, oboe, vox humana]; Kathryn Locke [cello].

Singers: Sally Dexter, Julie Murphy, Ian Giles, Andy Turner.

Songs of Thomas Hardy's Wessex

This is a comprehensive collection of the songs of Hardy's Wessex characters. The versions of the songs are from sources as close as possible in time and place to Hardy's homeland, many coming from the folk-song collector H.E.D. Hammond, who collected traditional songs in Dorset in the early years of this century, frequently from people of Hardy's generation. As far as possible, a single source has been used for each song, collating other versions only when the source is incomplete or to incorporate the words as Hardy quotes them. The songs omitted are the Irish and Scottish songs, one or two literary and art-music pieces which were never part of a singing tradition, military songs, and untraceable fragments. With a few exceptions, Hardy's characters sing unaccompanied, as is usual with traditional English singers. Varying degrees of accompaniment are used here, reflecting the musical culture Hardy knew as a boy and often writes about. Fiddle and cello were his family's instruments, and his characters also play flutes and oboes, whilst he himself played some sort of concertina or accordion when very young. The vox humana was the English version of the baroque tenor oboe, created and sold primarily for use in Church bands and also used in military wind bands. The instrument heard on this album was made by Donald S. Gill in 1994 and is a replica of an instrument by Thomas Collier of London, c. 1770, now in the Edinburgh University Collection. Dave Townsend, 1994
For a more extended discussion of Caroline Jackson-Houlston's note, see 'Thomas Hardy's Use of Traditional Song' in Nineteenth-Century Literature, December 1989.

Sources:

Hammond and Gardiner MSS, Vaughan Williams Memorial Library. References are given as Hammond or Gardiner followed by number from Frank Purslow's index.

Hardy family MSS, Dorset County Museum and Dorset County Records Office:

Thomas Hardy His Book (THE), Tunes for the Violin (TV), James Hook his Book (Hook) Typescript by Thomas Hardy of Old Folk Songs, words only (T.H. Typescrip)
Thomas Hardy and Traditional Song

Why isn't this album a compilation of ancient English ballads? It is a commonplace of Hardy criticism that his writing was influenced in tone, plot and even form by the traditional tragic ballad. There is some basis for this, but not in what he alludes to in his work, for many of the traditional pieces are songs rather than narrative ballads, and, of the ballads, only one is tragic (The Prentice Boy). Hardy's knowledge of country songs stems from his family and local fieldwomen. Some of what they sang could still be traced in Wessex when Hammond and Gardiner collected songs between 1905 and 1909, for example, The Light of the Moon, from an informant who was probably the brother of one of Hardy's acquaintances.

Hardy used references to songs with deliberate craft. Farfrae is characterised by Scots songs (not used in this album); various heroines higher in class than the heroes sing songs appropriate to their genteel status, e.g. Bathsheba, who performs Lewis's The Banks of Allan Water. Hardy would have expected some of his audience to recognise some ballads as part of respectable literary (rather than oral) tradition, available in collections such as those by Percy and (contemporary with his time of writing) F. J. Child. It's unlikely he ever heard The Boy and the Mantle (supposedly sung by Mrs Durbeyfield), or Queen Eleanor's Confession. More commonly, however, he represented local rural culture by songs his audience would not have recognised, or would have associated only with their servants, such as The Seeds of Love or Cupid's Garden, described by Chappell in Popular Music of the Olden Time (1855-57) as two of 'the most popular songs among ... servant-maids'. However, most of Hardy's contemporaries did not believe in a living English folk song tradition. His readers were completely out of touch with traditional frankness in discussion of human sexuality. One of the most important ways Hardy uses folk song allusion is as a system of covert sexual reference; coming in from the foggy dew implies seduction, hence Suke Damson's invitation. Admittedly, Hardy sometimes tidied up his references for pastoral effect, often, as with The Sheepshearing Song, through which portions he selected. Nevertheless, his recognition of the tradition provided a record of some of the ordinary person's rural culture, as well as patterns of central significance to his novels, which one could not say of any other 19th century English novelist. Caroline Jackson-Houlston 1994

	Matt MOLLOY,    Paul BRADY,   Tommy PEOPLES
	Molloy, Brady, Peoples
	1985
	36:05
	label: Green Linnet Rec.

M.M. [fl]; P.B. [g, v]; T.P. [fiddle].

Reels and Jigs.

	Jerry  O’SULLIVAN
	The Invasion
	1987
	37:47
	label: Green Linnet Rec.

J.O’Sullivan [uillean pipes]; + Mick Moloney [g]; Seamus Egan (см.) [fl, whistle]; Jesse Winch [bodhran]; Rosalyn Briley [harp]; Eileen Ivers [fiddle]; Joanie Madden [fl, whistle].

 #2, 4, 7, -- Jerry [solo pipes].

	PLANXTY
	Planxty
	1973
	43:20
	label: Shanachie Records (Newton, NJ, USA)

traditional English and Irish songs

1. HAGGLE TAGGLE GYPSY -- TABHAIR DOM DO LAMH 

2. ARTHUR Mc BRIDE 

3. PLANXTY IRWIN 

4. SWEET THAMES FLOW SOFTLY

5. JUNIOR CREHAN'S FAVOURITE -- CORNEY IS COMING 

6. THE WEST COAST OF CLAIRE 

7. THE JOLLY BEGGAR -- REEL 

8. ONLY OUR RIVERS

9. SI BHEAG, SI MHOR 

10. FOLLOW ME UP TO CARLOW 

11. MERRILY KISSED THE QUAKER 

12. THE BLACKSMITH

	PLANXTY
	The Well Below The Valley
	1988
	46:00
	label: Shanachie Records (Newton, NJ, USA)

	PLANXTY
	Cold Blow & The Rainy Night
	1974
	45:53
	label: Shanachie Records (Newton, NJ, USA)

Liam O’Flinn [uileann pipes, tin whistle]; Andy Irvine [mandolin, mandola, hurdy gurdy, dulcimer]; Christy Moore [guit., bodhran, harmonium]; Johnny Moynihan [bouzouki, fiddle,  tin whistle].

1. JOHNNY COPE

2. POLKAS: DENNIS MURPHY'S POLKA / THE £42 CHEQUE / JOHN RYAN'S POLKA

3. COLD BLOW AND THE RAINY NIGHT

4. "P" STANDS FOR PADDY, I SUPPOSE

5. REELS: THE OLD TORN PETTICOAT / THE DUBLIN REEL / THE WIND THAT SHAKES THE BARLEY

6. BANEASA'S GREEN GLADE (Andy Irvine*) / MOMINSKO HORO (Trad. Arr. Irvine-Lunny*)

7. THE LITTLE DRUMMER

8. THE LAKES OF PONTCHARTRAIN

9. JIGS: THE HARE IN THE CORN / THE FROST IS ALL OVER / THE GANDER IN THE PRATIE HOLE

10. THE GREEN FIELDS OF CANADA

	PLANXTY
	Words & Music
	1982
	39:50
	label: Shanachie Records (Newton, NJ, USA)

Christy Moore [g-s, bodhran]; Andy Irvine [filde bouzouki, mandolin, harmonica]; Liam O’Flinn [uilleann pipes, whistle]; Donal Lunny [jurion guitar, nelson bouzouki, bowed psaltrey, spinnet, dulcimer, bodhran, k]; James Kelly [fiddle]; Nollaig Casey [fiddle]; Eoghan O’Neill [b].

	The  POGUES 
	Red Roses For Me
	1984
	40:19
	folk-punk-rock

	The  POGUES
	Rum, Sodomy & the Lash
	1985
	45:28
	

	The  POGUES
	If I Should Fall From Grace With God
	1987
	51:55
	

	The  POGUES
	Peace and Love
	1989
	45:08
	

	The  POGUES
	Hell’s Ditch
	1990
	41:41
	

	The  POGUES
	Yeah, Yeah, Yeah, Yeah
	1990
	13:38
	

	The  POGUES
	Waiting For Herb
	1993
	46:37
	

	The  POGUES
	Pogue Mahaone
	1995
	43:54
	

	(The  POGUES)
	TILT!: A Tribute To The Pogues
	1995
	15:55
	Пародии группы Tilt!  на Pogues

	(The  POGUES)
	Shane  McGOWAN  & The POPES:

“The Snake”
	1994
	42:29
	S. MacGowan —  from “Pogues”; см. тж. с Alan STIVELL “Again”

	(The  POGUES)
	Shane  McGOWAN  & The POPES:

“The Crock Of Gold”
	1997
	59:08
	The Popes: Tom McAnimal [banjo]; Paul ‘Mad Dog’ McGuinness [g]; John ‘The Riddler’ Myers [fiddle, whistle, g]; Danny Pope [d, perc]; ‘Lucky’ Dowling [b]; Kieran Kiely [saltarelle accordions, overton whistles]; + guest: Ed Deane [lap top steel and spanish g].

	(The  POGUES)
	Shane  McGOWAN  & The POPES:

“Across The Broad Atlantic”
	2001
	75:25
	label: Eagle Records (Germany) www.eagle-rock.com 

Live on Paddy's Day – New York – Dublin 17 March (NY) and 19 May (Doublin), 2001.

Shane MacGowan [v]; Bob Dowling [b]; Andy Ireland [d]; Tom MacMannomon [banjo]; Paul McGuinnes [g]; Mick O'Connell [accordion].

SHANE MACGOWAN IS UNIQUE, EVERYBODY KNOWS THAT.
CONCERTS WITH SHANE MACGOWAN'S POPES ARE SPECIAL, BUT EACH YEAR ON PADDY'S DAY THE SHOWS ARE SOMETHING EXTRA, AN OCCASION NOT TO BE MISSED.
THE YEAR 2OO1 WAS EVEN MORE SPECIAL AND SHANE WAS EVEN MORE UNIQUE BECAUSE, THANKS TO AN OUTBREAK OF FOOT AND MOUTH DISEASE, THE OFFICIAL PADDY'S DAY IN DUBLIN HAD TO BE MOVED FROM MARCH TO MAY AND SHANE BECAME THE FIRST IRISH PERFORMER EVER TO BE ABLE TO CELEBRATE PADDY'S DAY ON STAGE IN BOTH NEW YORK AND DUBLIN IN THE SAME YEAR.
IF YOU WERE THERE AT THE SHOWS, YOU KNOW HOW GREAT THEY WERE.
IF YOU MISSED THE SHOWS, THEN GET LUCKY NOW AND, WITH THIS CD, ENJOY A TAKE-AWAY PADDY'S NlGHT WITH SHANE MACGOWAN'S POPES AT HOME ANYTIME.
SLAINTE

	(The POGUES)
	N. CAVE / S. McGOWAN:

“What A Wonderful World”
	1992
	09:26
	Дует с Nick Cave (см.)

	SEAN  NUA
	The Open Door
	1993
	48:22
	label: Shanachie Records (USA)

SEAN NUA is an Irish term meaning old to new and can be interpreted here as keeping the grand old tradition of Irish music fresh and renewed as a vital musical force.

Joe McKenna [Uilleann Pipes, Accordion, Whistles]; Joe McHugh [Bouzouki, Uilleann Pipes]; Gerry O’Donnell [Flute, Whistle, Clarinet]; Antoinette McKenna [Lead Vocals, Harp]; Jo Partridge [Guitar]; Mario N’Gomo [Perc.]

  “Integrity is what great music is all about. Sean Nua know that and it shows” — Pat Butler.

	SILLY  WIZARD
	So Many Partings
	1979
	36:06
	label: Shanachie Records (USA)

Traditional & original  music from Scotland.

S.W. has for some time now enjoyed the reputation of being Scotland’s finest traditional band —  but they are much more than that! Not at all a “revival” band, they are an extremely talented group of young men who are also playing contemporary music that is firmly based in tradition. Most of their material is of ancient Scottish origin. The rich tradition of Scottish music can display extremes of wild exuberance and poignant delicacy, and S.W. captures the whole spectrum in their powerful performances. They plays ballads, jigs, marches and reels. Marches and reels, perhaps symbolic of the Celts’ ability to lift their spirits in times of adversity.

	SILLY  WIZARD
	A Glint of Silver
	1986
	38:42
	label: Green Linnet (USA)

	SILLY  WIZARD
	Kiss The Tears Away
	1987
	36:30
	label: Shanachie Records (USA)

Phil Cunningham [accordion, whistles, mandola, classical guit., acoustic guit., v, k]; Martin Hadden [bass, fret. Bass, ac. Guit.]; Gordon Jones [ac. Guit., bodhran]; Andy M. Stewart [lead voc., tenor banjo]

	SILLY  WIZARD
	Wild & Beautiful
	1988
	42:58
	label: Shanachie Records (USA)

SILLY  WIZARD with guests: Dougie MacLean [fiddle]; Roy Ashby [d].

	SILLY  WIZARD
	Live Wizardry
	1988
	64:22
	label: Green Linnet (USA)

	SILLY  WIZARD
	Caledonia’s Hardy Sons
	1989
	41:02
	label: Shanachie Records (USA)

Phil Cunningham [accordian, harmonium, whistle, v]; Johnny Cunnigham [fiddle, viola, bouzouki, mandolin, v]; Andy Stewart [tenor banjo, mandolin, mandola, v]; Bob Thomas [g]; Gordon Jones [g]; Martin Hadden [b].

   My idea of a good folk band is one that can balance their vocal and instrumental talents without letting one side dominate the other. To exercise good taste and still use all of their talents to advantage, when they possess the combined expertise of Silly Wizard, is the mark of collective brilliance. Their playing can blow effortlessly from the delicately woven filigree of song accompaniment to the strong, driving pulse of dansing music. The atmosphere that they generate during the narrative ballad with the blend of voice and instrument, is an important part of their undoubted appeal. Add to all of this their sympathy with the music’s origin and tradition and you have the exception rather than the rule among folk bands in Britain. I’m sure that the fact that each member of Silly Wizard is still developing individually will mean that their input will continue to build on the firm base of sensitive and powerful originality found on this record. — A. Fisher.

	SKYCLAD
	Prince Of The Poverty Line
	1994
	52:06
	label: Dark Wings / Notting Hill Music / Noise

Martin Walkyier [v]; Steve Ramsey [g]; Dave Pugh [g]; Cath Howell [violin, k]; Graeme English [b]; Keith Baxter [d].

Группа подобна Jethro Tull, но вместо Folk-rock, здесь было бы уместно определение Folk-metal.

	SOPOR  AETERNUS  &  THE  ENSEMBLE  OF  SHADOWS
	The inexperienced Spiral Traveller
	1997
	72:19
	label: Apocalyptic Vision

Constanze Spengler [lute]; Matthias Eder [cello]; Una Fallada [violin]; Gerrit Fisher [g]. All other instruments and voices performed by SA & EOS.

Dedicated to the Spirits of the Dead... in loving memory.

Модернистский фолк-роковый проект, основанный как на собственно фолке (кельтском), так и на светской музыке раннего средневековья. Причём, от рока там не очень много. Изумительно мощная и красивая музыка; смело рекомендуем её всем, кто хоть немного интересуется этой темой: не пожалеете!

	Alan STIVELL -- см. ниже, в разделе 'FRANCE'
	
	
	
	

	STEELEYE  SPAN
	Hark! The Village Wait
	1970
	38:55
	label: Mooncrest Rec. (London)

The group was originally conceived in late 1969 by Ashley Hutchings. He first achieved celebrity as a founder member and the first bass player of Fairport Convention, Britain’s best known folk/rock band, which has remained in existence since 1967. Hutchings, a great organiser who could justifiably claim to be the John Mayall of folk/rock, was probably the leader of the original Fairport. He has devoted the vast majority of his career ever since to the study of traditional British folk music and its songwriting, execution and performance on modern instruments in a contemporary manner.

  Hark! The Village Wait’s significance, apart from it being the first album by a group which continues today (albeit with only Maddy Prior from the initial line-up in the current band), is that it was the first album to feature a band led by Ashley Hutchings, although Ashley himself notes that this assertion is “not necessarily true”. He has led every band in which he has subsequently played — to a listener, the ratio of democracy and dictatorship seems to depend on the confidence Ashley Hutchings has in both the ability and the loyalty of the musicians under his control.

	STEELEYE  SPAN
	Please To See The King
	1971
	41:07
	label: Mooncrest Rec. (London)

   The wren traditionally symbolised winter and the robin summer. On twelfth night in Pembrokeshire, a wren was hunted and killed to symbolise the death of winter and then placed in a garlanded box and taken from door to door. At each house this song was sung and the occupants asked to pay to see the dead wren with the words: “Please to see the King”.

	STEELEYE  SPAN
	Ten Man Mop or Mr. Reservoir Butler Rides Again
	1971
	37:33
	label: Mooncrest Rec. (London)

	STEELEYE  SPAN
	Below The Salt
	1972
	39:29
	label: BGO (England), 1996

Below the salt — this, at its most vivid, can be found in the use of salt at the medieval food table. Here salt (an expensive and rare commodity of the time) was placed at the centre of the table. Above the salt sat the family and intimates of the household, below the salt sat the servants and dependants. Usually this.

At the end of 1995, Steeleye Span celebrated their 25th Anniversary with an all-day extravaganza in London, at which all but one of the group's many erstwhile members performed. Only vocalist Maddy Prior has been there since the start, and she remains at the helm on the group's 1996 album. 'Time', on which she is joined by Gay Woods (from the very first Steeleye line-up), Bob Johnson and Peter Knight (from the most commercially successful period of the band's history) and by comparative new boys Tim Harries and Liam Genocky. Steeleye are heading into their second quarter century and have retained/regained their strong following, which was largely based on the LPs they made during the mid 1970s for Chrysalis Records, many of which are now being reissued on CD by BGO Records.

But first, how this legendary band started back in late 1970... The term "folk/rock" appears to have different meanings in the UK and the US. American folk/rock means The Byrds, The Lovin' Spoonful and The Mamas & Papas, but British folk/rock has been dominated since its late Sixties inception by two bands. Fairport Convention and STEELEYE SPAN. Fairport started earlier, in 1967, but Steeleye enjoyed more chart success, and while Fairport moved into a synthesis of traditional folk and rock after three albums of more contemporary material, Steeleye approached folk/rock almost totally from a traditional folk viewpoint. The band was formed by Ashley Hutchings, who devoted much of his career subsequently to the execution and performance of traditional British folk music on modern instruments in a contemporary style. This has not always been easy -- finding musicians to join him has not been too hard, but convincing them to stay less so, resulting in virtually an entire generation of British folk musicians passing through bands led by Hutchings, the John Mayall of the folk world.

He first achieved fame as a founder member and the first bass player of Fairport Convention, and was with Fairport through their formative years, playing on their first four albums. Ironically in view of what followed, his enthusiasm for contemporary American music resulted in his championing material for Fairport written by such then little known songwriters as Leonard Cohen, Richard Forina, Phil Ochs, etc.

After the introduction for the third Fairport LP, 'Unhalfbricking', of Dave Swarbrick, a highly regarded traditional fiddle player, Hutchings became obsessed with playing electric versions of traditional folk songs which had been passed down through many generations. The result was 'Liege And Lief', widely regarded as the seminal British folk/rock album. After it was released to widespread acclaim in late 1969, group members disagreed as to Fairport's future musical direction. Hutchings wanted to pursue the 'Liege And Lief' path, while Sandy Denny, the group's acclaimed female vocalist, who was probably more familiar than her colleagues with traditional music through her earlier work in folk clubs, felt that the LP had been no more than a one-off experiment.

The result was that both Hutchings and Denny left the group. Hutchings later noted "I felt we needed to throw ourselves into traditional music -- it was far too soon to abandon it. After we started performing the 'Liege And Lief' material, I got to know a number of folk musicians, and that gave me the confidence to form Steeleye Span". The group's name comes from that of a character in a Lincolnshire folk song titled 'Horkstow Grange', which is about an argument between two characters named Steeleye Span and John Bowlin, and was suggested by Tim Hart, another founder member of the group. In fact, before forming Steeleye Span, Hutchings had rehearsed with Irish musicians Andy Irvine, Johnny Moynihan and Terry Woods, all erstwhile members of Sweeney's Men, a group whose music he admired, but eventually, he teamed up with singer/guitarist Terry Woods (more recently a member of The Pogues) and his wife Gay, who played concertina and sang, and with the English folk duo of Tim Hart (vocals/guitar) and vocalist Maddy Prior, to make 'Hark The Village Wait', which was released in 1970. However, this initial line up of the group never played live, and disbanded immediately after completing the album, with Gay & Terry Woods leaving to work as a duo. At the 25th Anniversary Concert, Gay Woods joined Hutchings, Hart and Prior to represent the first line-up playing live for the first time ever, although Terry Woods was the one group member who was absent from the celebrations.

Tim Hart & Maddy Prior had already made two albums ('Folk Songs Of Olde England Volumes 1 & 2') before Steeleye was launched, and were regarded as potentially exciting new talents. Hart recalled: "At the 1969 Keele Folk Festival, we all sat around and expressed our annoyance at the fact that the electric input to folk music was coming from the rock side rather than from the folk side, and Dave & Toni Arthur, Maddy & I and Ashley had a long discussion. After that, Maddy and I gave Ashley a lift back to London and we got talking further. Ashley was trying to form a band with Sweeney's Men, but we knew they were about to split up. Sweeney's Men collapsed when Andy Irvine and Johnny Moynihan left to go solo, so that left Terry and Gay. They joined with Ashley, Maddy and I, and the five of us decided to form a band. There wasn't a leader as such, which was one of the problems with that first band -- Maddy and I were a clearly defined unit with our own ideas, Ashley had his ideas which Maddy and I aereed with, and Terry & Gay had their ideas which tended to pull in a different direction, and after the first album was completed, Gay & Terry left".

Finding suitable replacements could have been extremely difficult, but was ultimately reasonably straight forward, as one of Britain's most notable traditional folk musicians, Martin Carthy, was willing to join, as Hart, who suggested approaching Carthy, confirmed: "Maddy and I knew Martin, and I got the feeling that he might be interested in joining Steeleye -- I knew he was interested in what we were doing". Violin virtuoso Dave Swarbrick and notable singer/guitarist Carthy were an established and celebrated British traditional folk duo of the 1960s, until Swarbrick joined Fairport Convention, leaving Carthy at somewhat of a loose end. Many years later, they reunited and are again working together in the 1990s. Martin Carthy was not Steeleyc's only newcomer, as Hart recalled: "We rehearsed for a while, and decided we were singer-heavy and guitar-heavy, and we wanted another instrumentalist". The chosen soloist was violin player Peter Knight, who turned out to be an excellent choice. Knight made his presence felt on the second Steeleye LP, 'Please To See The King', particularly on the medley of jigs, for which he quickly became acclaimed. The album was the group's first to reach the UK chart in April, 1971.
Later that year came the third Steeleye Span album, the snappily-titled 'Ten Man Mop or Mr. Reservoir Butler Rides Again', after which Ashley Hutchings left the band, going on to first form The Albion Country Band and next the Etchingham Steam Band, which featured his then wife, Shirley Collins. By the end of 1975, he had launched The Albion Band, of which he is the sole surviving original member. Tim Hart & Maddy Prior did some gigs with bass player Rick Kemp, but while Martin Carthy was happy with Kemp, he also wanted to introduce accordion player John Kirkpatrick, and when the other group members disagreed, Carthy also left. Peter Knight was happy with Rick Kemp joining, and also knew guitarist Bob lohnson, whom he had worked with previously, and Johnson also joined.

Those first three LPs had been on a specialist label, and as well as becoming virtually a new group, Steeleye Span also acquired a major label record deal with Chrysalis, for whom the bulk of the group's output has been recorded. The first album under the new arrangement was 'Below The Salt', which appeared in 1972 and consolidated the group's status in Britain, as well as providing them with more label muscle (an important improvement, especially after so many personnel changes in a short time). 'Below The Salt' briefly featured in the UK album chart, beginning the group's most commercially successful period, which ended, not at all coincidentally, with the arrival of punk/rock at the end of 1976. 'Below The Salt' was a strong start for the group with their new label, but 1973's 'Parcel Of Rogues' was an even bigger success, introducing the group to the Top 30 of the UK album chart.

1974 brought even more success with the group's appropriately titled sixth album. 'Now We Are Six', which credits Ian Anderson, founder and leader of Chrysalis label-mates Jethro Tull, as "production consultant". Steeleye's first Top 20 album, it featured the group with a full-time drummer, Nigel Pegrum, previously in a much-maligned group with the unforgettable name of Gnidrolog. Steeleye were by then regarded as a rock band with folk roots, having successfully made the transition into the mainstream, not least when they toured the USA. Tim Hart feels that during the mid-1970s, Steeleye's influence conceivably exceeded that of Fairport, although there seems not to have been rivalry between the two biggest names in British folk/rock: "I think we hit areas that Fairport didn't reach, but Fairport stayed more in touch with the roots of the folk scene, which we tended to ignore. We were off doing America and Europe and Australia before Fairport, and we did massive US tours and supported people like J. Geils and Jethro Tull. We did a tour with Jethro, 23 dates back to back, massive arenas, and you learn how to perform, whereas Fairport worked to smaller, more folky audiences. If you're trying to reach the back of the LA Forum, you learn how to perform: there's 18000 people there and the furthest one's miles away at the top of this bowf, but they've paid $6 and want to be entertained, and you actually have to gear your performance to reaching the back of a vast auditorium".

'Now We Are Six' (a title which also reflected the recruitment of Pegrum as a sixth group member) included the group's first UK hit single, 'Gaudete', as well as an extremely unlikely cover version of a 1958 million seller by The Teddy Bears, a trio which included Phil Spector. It is difficult to claim that 'To Know Him Is To Love Him' represents one of Steeleye's most inspired moments, but it is undoubtedly one of their most significant recordings, since it features a guest appearance (on alto saxophone!) by David Bowie. 'Now We Are Six' has been reissued on CD by BGO (BGOCD167). 1975 brought something similar, although the sleeve of 'Commoner's Crown' was almost enough to upstage the music -- an astonishing sculpture made of wood (?) which after close inspection is mind-boggling. The stand-out track is the epic (over 8 minutes) 'Long Lankin'. which arguably equals Fairport at their best, but once again, apparent gimmickry was afoot in the final track of the album. 'New York Girls', which features film star/Goon Peter Sellers on "Acoustic ukulele". The album again reached the UK chart, but peaked outside the UK Top 20; after effectively using lan Anderson as producer for 'Now We Are Six', 'Commoner's Crown' (now reissued as BGOCD315) had been produced by the group with engineer Robin Black, and it was decided that an outside producer was needed for the group's next LP. The somewhat unlikely (but by no means uninspired) choice was Mike Batt, famous at the time at the man behind The Wombles, the fictional creatures who supposedly collected litter on Wimbledon Common. Maybe fairy stories sometimes resemble folk songs . . . Batt had written, performed and produced seven UK Top 20 singles for The Wombles in around 18 months, and the first LP he produced for Steeleye, 'All Around My Hat', was their biggest original LP, Top 10 and in the UK charts for almost six months. The title track was also the group's biggest hit single, reaching the UK Top 5 over Christmas, 1975, and the album has also been reissued at BGOCD158.

Tim Hart still rates it highly today; "'All Around My Hat' is one of my favourites as a clear statement of what I always wanted to do. The thing was I loved folk music, I loved traditional music, but I hated the way it was done, it was such a dreadfully amateur thing. There was no reason why you had to be a half baked guitarist and a half-baked arranger and singer to actually do it, and that was where we really pulled all the stops out and we got Mike Batt in, who I admired. Mike is a very skillful musician, and his contribution brought the best out of everybody, and made demands on us and imposed disciplines that we weren't used to working to. The Wombles turned me on to Mike; I listened to an album out of silliness really, and I couldn't believe the production, because it was brilliant on each track, and each track was totally different -- I thought 'This is the producer we've been looking for'. Chrysalis wanted us to find a producer, and we talked to various famous producers who wanted to stamp their production technique on our music, but that wasn't what we were about. Mike was the sort of guy who could come in and actually adapt to what we were doing and try to understand it and contribute and work with us".

It was just as well that the music on the LP was impressive, as the sleeve in which it appeared was bizarre, seemingly featuring caricatures of the band as they might look in distorting mirrors at a fairground. The end of the lyric sheet had several small holes in it, and you were supposed to be able to see the group members from an original perspective if you looked at the sleeve through these holes (or something like that).

Steeleye's ninth original LP, 'Rocket Cottage' (now reissued as BGOCD318) was released in late 1976, and appeared only weeks before 'Anarchy in The UK', the debut single by The Sex Pistols, which may have contributed to the less than spectacular chart showing of the Steeleye LP. It was again produced by Mike Batt. but when the follow up to a Top 10 album fails to reach the Top 40, something is amiss. Not that it was inferior, as both 'London' and especially 'Fighting For Strangers', a traditional song about mercenaries, confirms; the album's failure to build on the success of its predecessor may have had more to do with the group being regarded by the then fashionable punks as "boring old farts".

Meanwhile. Peter Knight and Bob Johnson had recorded an album without their colleagues (apart from Pegrum), a whimsical effort titled 'The King Of Elfland's Daughter', with an army of guest vocalists including Mary Hopkin, Frankie Miller, Chris Farlowe and even Hammer horror star Christopher Lee. It was presumably sufficiently acclaimed at the time for Knight and Johnson to leave Steeleye at that point, and for the same year's (1977) group LP, 'Storm Force Ten' (now reissued as BGOCD325). Maddy Prior, Tim Hart. Rick Kemp and Nigel Pegrum were rejoined by Martin Carthy, who this time got them to also agree to the introduction of John Kirkpatrick -- without Knight's violin, there was a vacancy for a soloist, which Kirkpatrick's squeeze box could fill. 'Storm Force Ten' was produced by the group and engineer Mike Thompson, and its major highlight was a lengthy (almost six minutes) Brecht-styled epic, 'The Black Freighter', while Maddy Prior also recommends 'The Victory', an impressive song about Nelson (the admiral, not Mandela). Tim Hart later explained how the personnel changes came about: 'Martin's a very broadminded musician and he liked the challenge. Peter and Bob had left, there were gigs to be done and Maddy and I talked about it and decided to see if Martin was interested. Martin said yes if John could come along, and we thought 'Why not? The gigs are there'. So we put the band together and it was fun and musically exciting, very refreshing -- you get a bit stale working with the same musicians all the time, and to have Martin's and John's ideas ... John's a great ideas man".

The same line-up recorded 'Live At Last', which was released in 1978, after which Carthy and Kirkpatrick went their own way. Maddy Prior also made two solo albums, "Woman In The Wings" (now reissued as BGOCD215) and 'Changing Winds' (BGOCD213) in 1978, as well as 'Silly Sisters' (now BGOCD214), on which she collaborated with another British folk diva, June Tabor, and was clearly contemplating a new career, while Tim Hart also released an eponymous solo album (now reissued as BGOCD305). This is also as good a spot as any to note that BGO has also reissued a mid-1970s Ashley Hutchings album, 'Kickin' Up The Sawdust', as BGOCD244.

After a period of inactivity, Steeleye reformed in 1979, by which time Peter Knight and Bob Johnson were also ready to return. Thus the longest-lived and most successful line-up of the band reunited in 1980 to cut a new album, with Gus Dudgeon, who worked on many of the biggest Eiton John hits, producing. Unfortunately, what is certainly one of Steeleye's most timeless and accessible albums was released in the year when Blondie and 2-Tone were giving Chrysalis a lot more success than a group which had broken up a couple of years before and had been on the skids commercially speaking. In retrospect, it is likely that 'Sails Of Silver', the LP in question, did not appear to warrant priority status, and it is hard to argue with the record company's commercial judgement. Except that 'Sails Of Silver' sounds today like one of the great albums of the pre-punk 1970s, a difficult problem for an LP released in 1980, at the tail end of punk and the start of numerous other five minute wonder musical fashions. This will hopefully be reissued by BGO in due course, but in 1980, sadly it was a stiff, and its failure was the final straw for Tim Hart, who then left the group for personal reasons, briefly working as a producer.

Hart's departure effectively put the group into suspended animation, and it wasn't until 1986 that Steeleye Span made another album, although this reunion was without Tim Hart. who had moved to live on Gomera, one of the Canary Islands. 'Back In Line' was released by the group's own Flutterby Records, and the band at that point was Maddy, Rick Kemp (who was also Maddy's husband, by the way), Nigel Pegrum, Peter Knight and Bob Johnson, plus synthesiser player Vince Cross. Another three year gap ensued before 'Tempted And Tried', which found the group down to four of the classic line-up -- Rick Kemp had left, apparently suffering from physical problems connected with an injured left shoulder which left him unable to support a heavy bass guitar, and he was replaced by multi-instrumentalist Tim Harries, who played keyboards as well as bass. This 1989 album was released by a Chrysalis related label, Dover Records, and was produced by Bob Johnson, Peter Knight and engineer John Etchells. Once again, the Steeleye sound was changing, with Johnson and particularly Knight in influential positions as songwriters in addition to their production duties. In 1991, Knight made a solo album for Shanachie Records, a label which had licensed much of the latterday Steeleye catalogue for release in the United States. Shanachie also released the 1992 Steeleye album, 'Tonight's The Night', a live extravaganza. Maddy Prior, Peter Knight and Rob Johnson were joined by Tim Harries and Nigel Pegrum's place behind the drums was assumed by Liam Genocky (ex Ian Gillan, Paul Brady, etc). While reflecting the group's taste for innovation as well as a continued fidelity to their roots, it included several new versions of classics from earlier albums. The 1995 album, 'Time', features that same quintet plus Gay Woods, who rejoined the band for the 25th Anniversary Concert, and has remained with them to date, a classic example of the respect still commanded by this legendary folk/rock band, even after 25 years.

John Tobler, 1996

	STEELEYE  SPAN
	Now We Are Six
	1974
	42:30
	label: Chrysalis Rec. (England)

  Steeleye Span were without doubt Fairport Convention’s only rivals in the premier division of British folk/rock, and for two years in the mid-1970s, the second folk/rock band founded by Ashley Hutchings was probably even more popular than the first... — John Tobler, 1992.

	STEELEYE  SPAN
	All Around My Hat
	1975
	38:31
	label: Chrysalis Rec. (England)

	STEELEYE  SPAN
	Parcel Of Rogues
	1987
	39:16
	label: Shanachie Rec. (USA)

1. One Misty Moisty Morning 

2. Alison Gross 

3. The Bold Poachers 

4. The Ups and Downs 

5. Robbery with Violins 

6. The Wee Wee Man 

7. The Weaver and the Factory Maid 

8. Rogues in a Nation 

9. Cam Ye O'er Frae France 

10. Hares on the Mountain

	STEELEYE  SPAN
	In Concert
	1994
	55:21
	label: Park Records (Oxford)

Maddy Prior [voc., spoons]; Bob Johnson [g, v]; Peter Knight [violin, v]; Rick Kemp [b, v] (1 -5); Tim Harries [b, v] (6 -13); Nigel Pegrum [d] (1 -5); Liam Genockey [d] (6 -13).

   There are far too many theories about music. Steeleye Span know that well, both cognescenti and critics have debated long and hard on what they’ve created. The band themselves quite sensibly dismiss all this and maintain their music speaks for itself. Here are Steeleye Span — in fact two different Steeleye Spans — doing just that. One from the mid eighties remoulding earlier classics into funky Merrie England groove — immaculate bass from the soon to depart Rick Kemp, roaring guitar courtesy of Bob Johnson, two sparks to a flame which ignites on ‘King Henry’ (#5). The other Steeleye, older, more measured, even stately, yet with fresh impertinence. Peter Knight’s carnival violin leading reels or echoing gothic classics with ‘A Canon by Telemann’ (#9). Maddy Prior — the voice, the constant — relating tales of vulpine trickery, false loves and dances in the beyond. A new backline already adept in those olde ethnic rhythms kick on the pace. Play this with the volume up! Disturb the neighbours — why not? This is music. It will endure. — Simon Jones, “Folk roots”.

	Maddy  PRIOR 


	Year
	1993
	51:26
	Maddy  PRIOR - см. тж.: STEELEYE SPAN

label: Park Records (Oxford)

Maddy Prior [v]; Nick Holland [p, hammond, k]; Richard Lee [d. bass]; Rick Kemp [el b]; Mick Dyche [ac g]; Martin Loveday [cello]; Liam Genocky [perc]; Andy Watts [shawms, recorder]; John Dochary [bass BVs].

“Hauntingly beautiful… wonderfully atmospheric.” – Daily Express

“Her most complete release for ages.” – Folk Roots

“The combination of excellent material and passionate performance make this the most mature and enjoyable album Prior has ever made.” – Dirty Linen

“‘Somewhere along the Road’ and ‘Deep in the Darkest Night’ deserve to become folk-pop standards.” – The New York Times

	Maddy  PRIOR
	Flesh & Blood
	1997
	51:57
	label: Park Records

Maddy Prior [v]; Nick Holland [k, back v]; Troy Donockley [Uillean pipes,  el&ac g, low whistle, tin whistle, cittern, backs]; Terl Briant [d, perc]; Andy Crowdy [ac b].

	Maddy  PRIOR  and The CARNIVAL  BAND
	Sing Lustily & With Good Courage
	1990
	50:55
	label: Saydisc (England)

M.P. [v]; Bill Badley [lute, g (19th cent. original), steel-string g, mandolin, mandocello, banjo, v]; Charles Fullbrook [tabors, side drum, bass drum, cymbals, wood blocks, cowbell, v]; ‘Jub’ [double bass]; Giles Lewin [violin, recorder (#2, 13), v]; Andy Watts [curtal, bassoon (19th cent. original), clarinet in C, recorder (#2, 7, 14), v].

The Carnival Band made their debut on the towpath of the Leeds-Liverpool Canal in the summer of 1984. Their repertoire ranges from medieval dances to music hall songs in a style that draws on early music and folk from Europe East and West, and America North and South. They have toured in Britain and Belgium, giving concerts and working with schools and community groups and in 1989 made their first solo recording 'Madame Lucette'. "Eclectic choice and skilled playing .... The Carnival Band demonstrated that their vocal ability matched their instrumental virtuosity." (The Guardian) 

Maddy Prior enjoys many and various musical activities. Working with the Carnival Band holds a special affection for her. She says that the joyful and enthusiastic way the projects are approached make them a delight to do. Elsewhere she has been singing with Steeleye Span for around twenty years and  continues  to  do  so  with undiminished enjoyment. She also works regularly with her husband Rick Kemp, writing and performing their own compositions. She has done projects with June Tabor and numerous television and radio appearances.

Maddy Prior and The Carnival Band were first brought together in 1984 for a BBC Radio 2 broadcast of Christmas carols. This became the basis of 'A Tapestry of Carols' (Saydisc CD-SDL 366) which was enthusiastically received by the press and the public. As a result, Maddy and the band gave several U.K. concert tours and made a number of TV and   radio   appearances.   Another commission from Radio 2 to celebrate the 250th anniversary of John Wesley's spiritual awakening and the 200th of his brother Charles' death led to this, their second recording. While Maddy and The Carnival Band are happy to maintain their separate identities and careers, they enjoy these occasional collaborations which give them the opportunity to combine their different styles and talents. Maddy and the Band's album of favourite carols sung in a folk style has become something of a classic. The Carnival Band play a variety of historic instruments including lute, cittern, tabor, violin, recorders, bagpipes, shawm and bassoon. They add a vitally interesting backdrop for Maddy's distinctive vocal qualities. "The clear, strong Prior voice with some delightful medieval arrangements" Daily Telegraph. "Maddy Prior is in enchanting form" Sunday Telegraph. "It actually sounds as if there is a celebration going on" The Guardian.
From John Wesley's instructions for singing 1761:
"I. Leam these Tunes before you learn any others ....
II. Sing them exactly as they are printed here without altering or mending them at all ....
III. Sing All. See that you join with the congregation as frequently as you can

IV. Sing lustily and with a good courage. Beware of singing as if you were half dead, or half asleep; but lift up your voice with strength .......
V. Sing modestly. Do not bawl, so as to be heard above or distinct from the rest of the congregation, that you may not destroy the harmony .......
VI Sing in Time. Whatever time is sung, be sure to keep with it. Do not run before nor stay behind it.... and take care not to sing too slow .......
VII. Above all sing spiritually. Have an eye to God in every word you sing. Aim at pleasing Him more than yourself or any other creature "

It's hard to imagine hymns as something new, daring, even mildly subversive, but in the eighteenth century they were not only a novelty, their use in parish churches was strictly speaking illegal. Until about 1700 both Anglican and nonconformist congregations sang almost nothing but metrical psalms in the 'Old Version' of Sternhold and Hopkins, 1562, to a limited number of tunes. 'Lord in the morning' (no. 12) is in this style. Although much fine religious poetry was written in the seventeenth century, e.g. 'Who would true valour see' (no. 1), hardly any of it was intended for church worship. At the end of the century, although many held loyally to Sternhold and Hopkins, several versions of the Psalms in a more contemporary style appeared, including Tate and Brady's 'New Version' 1696 (no.7) and Isaac Watts' 'Psalms of David Imitated in the Language of the New Testament' 1719, (nos. 2, 12). At the same time, Watts and others were writing hymns which, because they were not versions of Scripture, gave room for greater freedom of expression. The new forms were seized on with enthusiasm by John Wesley and his brother Charles who made hymn-singing an important feature of their ministry. The Wesleys' appeal was largely to the working classes and their hymns were often used in large open-air meetings. Up to this point even new hymns had been sung by and large to the old psalm tunes, though Watts recommended a faster, more robust style of singing. The Methodists however soon began to write new tunes for their hymns in an unashamedly secular style which would not have been out of place in the theatre, the pleasure gardens, or even the tavern. It was this which so shocked the Establishment and delayed the introduction of hymns into parish churches. Such was the popularity of hymn-singing however, that by the end of the century it was widespread in nearly all denominations. To meet the demand a flood of hymnbooks appeared which continued into the Victorian era, until in 1861 'Hymns Ancient and Modern' appeared and gradually became the most widely used.

What made the hymns so different from the old metrical psalms was their expression of personal religious thoughts and feelings in vigorous, emotional language. They spoke of God's love for sinners, salvation for the individual, the liberating power of Jesus, the inner experience of the Holy Spirit, strength to withstand oppression and the promise of future glory. This was abhorrent to most of the Anglican Establishment and the ruling classes. Memories of the Civil War made them highly suspicious of religious enthusiasm. However, unlike the earlier puritans (such as Bunyan) the eighteenth century evangelicals aimed to reform society rather than replace it with God's kingdom on earth so in time even the Church of England could absorb many of the hymns into its worship.

The new tunes were remarkable for their variety, vitality and originality. Although some were written by professional musicians such as Samuel Stanley (no. 3) - who also kept a tavern, Thomas Arne (no. 13) and William Croft (no. 15), many were written by men who had little or no formal musical training. Thomas Jarman (no.6) was a tailor, Hugh Wilson (no.7) a shoemaker and James Ellor (no. 11) worked in a hat factory. Some tunes have the character of art music while others seem close to folk tunes. Both words and tunes quickly crossed the Atlantic and American musicians also wrote their own or borrowed folk tunes (nos. 5, 10).
The eighteenth century also saw the emergence of choirs and bands in parish churches and non-conformist chapels. In the seventeenth century psalm-singing had been unaccompanied, led by the parish clerk. Towards the end of the century small groups of male singers were formed to improve the singing of the psalms. Gradually children and then women were admitted to their ranks and instruments were added, most commmonly bass viol, bassoon, clarinet, violin and flute. Other instruments such as oboes, trumpets and drums were found less often. The guitar was popular for music-making at home, and several collections of hymns with guitar accompaniment were published. From about 1790 some hymn books provided 'symphonies' i.e. introductions and interludes for the instruments. The musicians were mostly working people, sometimes with the benefit of tuition from a local "singing master". From the 1830s onwards, barrel organs and then pipe organs began to replace the gallery bands, but for a century they must have provided a regular opportunity for making and listening to music for a sizeable section of the working class. The tradition was particularly strong in the Midlands and the North and from it grew the musical societies and festivals, particularly for the performance of oratorio, whose direct descendants still flourish today. These amateur musicians would have been as familiar with Handel as with folk songs, a fact reflected in the diversity of the hymn tunes. Most of the hymns on this recording are still sung in churches today. In preparing the music we looked at eighteenth and early nineteenth century hymn books and in many cases restored the melodies and harmonies to their original form. Otherwise, we have not aimed at authentic recreation of the gallery bands, but hope in our own way to have captured the enthusiasm and enjoyment which they evidently brought to their music-making.

ANDY WATTS

John Caplin 

His Hand and Pen 

He will be good 

But God no when

(Inscription in an eighteenth century singing book)

	Maddy  PRIOR  and The CARNIVAL  BAND
	Carols & Capers
	1991
	50:08
	label: Park Records (Oxford)

M. Prior [v]; Andy Watts [shawms, curtal, clarinets, recorders, Breughel bagpipes, v]; Giles Lewin [shawm, fiddle, recorders, medieval bagpipes, tin whistle, v]; Bill Badley [ac&el g, lute, mandolin, banjo, v]; Jub [b]; Raf Mizraki [d, perc, bells, cello, v].

MADDY PRIOR enjoys many and various musical activities. She has been singing with Steeleye Span [см] for more than twenty years and continues to do so with undiminished enjoyment. She also works regularly with her husband, Rick Kemp, writing and performing their own compositions. She has done projects with June Tabor [см] and made numerous television and radio appearances. She still likes to tour when the commitment of family life (Alex and Rosie) allows. Working with the Carnival Band hold a special affection for her. She says that the joyful and enthusiastic way the projects are approached make them a delight to do. [...]

SINCE MEDIEVAL times, carols and dancing have gone hand in hand; in fact the word carol probably comes from the old French ‘carole’ meaning a round dance. Today’s Christmas carols are a far cry from the sung dances of the middle ages – on this record there are hymns, spirituals, lullabies, feasting and wassail songs as well as dance carols. So what makes them all ‘carols’? Partly the plain fact that they are sung around Christmas and celebrate the birth of Jesus, but more importantly their combination of good tunes with simple words to express the religious feelings of ordinary people. In addition, they contain a strong feeling of celebration which means that secular carols like ‘The boar’s Head’ and dance tunes like ‘Old Joe Clark’ can rub shoulders with ‘Away in a Manger’ and a Scottish cradle song. So there’s no irreverence intended in this motley collection of songs and dances spanning five centuries. In fact, the meeting of heaven and earth, the divine and the human, is what Christmas is about.

‘Now may I well hop and sing 

For I have been at Christes bearing. 

Home to my fellows now will I fling. 

Christ of heaven to his bliss us bring!’ 

With hoy! 

For in his pipe he made so much joy.

Shepherd’s carol. Anon 15th Century.

	Maddy  PRIOR  and The CARNIVAL  BAND
	Hang Up Sorrow & Care
	1995
	56:45
	label: Park Records

HANG UP SORROW AND CARE
or A Cure for all Melancholy
being a collection of the Wit and Philosophie of Old Simon the King
as it is put forth upon the stage by Ms. MADDY PRIOR and THE CARNIVAL BAND
Mr Andrew Watts, Mr. Wm. Badley, Sgr. Rafaello Mizraki, Mr. Giles Lewin and Mr. Jub Davis

These Witty Ballads, Jovial Songs and Merry Catches were most ingeniously recorded for the enjoyment of all Lovers of Musick by Mr Mark Irwin at his studio called Straylight in ye village of Willesden in ye County of Middlesex. The recording was mastered by Mr Denis BIackham of Porky’s in Soho, in the City of Westminster. It may be purchased from Mr John Dagnell at Park Records in the environs of the City of Oxford whence the curious and discerning listener may obtain other fine recordings by the same musitians.

The Instruments of Musick
Mr Badley: lute, baroque guitar, acoustic and electric modern guitars, banjo, mandolin, vocals. 

Mr Davis: ye great dooble bass, vocals. 

Mr Lewin: violin, recorder, hoboy, mandolin, vocals. 

Signor Mizraki: drums, percussion, ‘cello, ye Hammonde organ, vocals. 

Mr Watts: flemish bagpipes, shalmes, curtals, recorders, melodica, kazoo, vocals.

All titles arranged Andrew Watts. Produced by Andrew Watts & Bill Badley.

	Maddy  PRIOR  and The CARNIVAL  BAND
	Maddy Prior & the Carnival Band: «Carols at Christmas»
	1998
	59:04
	label: Park Records

Maddy Prior [v]; Andy Watts [shawms, curtal, cl, recorders, Breughel bagpipes, v]; Giles Levin [shawm, fiddle, recorders, medieval bagpipes, tin whistle, v]; Bill Badley [ac&el g, lute, mandolin, banjo, v]; Jub [b, v]; Raf Mizraki [d, taber, perc, bells, ‘cello, v]; Rosie Kemp [v (#15)].

	Maddy  PRIOR  &  Tim  HART
	Summer Solstice
	
	31:39
	label: Shanachie 1993

M.P. [v]; T.H. [v, g, dulcimer, harmonium, psaltery, tabor]; Andy Irvine [mandolin]; John Ryan [string bass]; Gerry Conway [perc, bells]; Pat Donaldson [el b].

1. false knight on the road

2. bring us in good ale

3. of all the birds

4. I live not where I love

5. the ploughboy and the cockney 

6. westron wynde 

7. sorry the day I was married 

8. dancing at whitsun

9. fly up my cock

10. cannily cannily 

11. adam catched eve 

12. three drunken maidens

13. serving girls holiday

	Tim  HART  &  Maddy  PRIOR
	Folk Songs Of Olde England  Vol. I
	1968
	37:39
	label: Mooncrest Records (London)

Tim Hart and Maddy Prior had already built up a huge reputation on the Folk scene before they formed Steeleye Span (см.) with Ashley Hutchings and Terry and Gay Woods. They played their first gig as a duo in December 1966, and this LP recorded two years later in 1968 is an insight of what was to become the basis for a highly successful Folk Group. “Folk Songs Of Olde England Volume One” is a silver album —  in 1991, when it is realesed for the first time on CD in Britain, it will be 25 years old! At this album’s title suggests, all the songs here are traditional English folk songs, with arrangements created by and resulting from Tim & Maddy’s work as a popular duo in the second half of the 1960s.

1. Lish Young Buy-a-Broom

2. Adieu Sweet Lovely Nancy

3. Maid That's Deep In Love

4. The Rambling Sailor

5. BrutonTown

6. Farewell Nancy

7. The Dalesman's Litany

8. The Brisk Butcher

9. The Stately Southerner

10. Who's The Fool Now

11. A Wager A Wager

12. Babes In The Wood

13. Adam and Eve

	Maddy PRIOR & June TABOR
	Silly Sisters
	1978
	41:50
	label: Chrysalis / BGO (1994)

Musicians: Martin Carthy, Tony Hall, Johnny Moynihan, Danny Thompson, Brian Gobley, Nic Jones, Andy Irvine, Gabriel McKeon, John Gillaspie.

1. Doffin’ Mistress

2. Burning Of Auchindoon

3. Lass Of Loch Royal

4. The Seven Joys Of Mary

5. My Husband’s Got No Courage In Him

6. Singing The Travels

7. Silver Whistle

8. The Grey Funnel Line

9. Geordie

10. The Seven Wonders

11. Four Loom Weaver

12. The Game Of Cards

13. Dame Duran

	SILLY  SISTERS
	No More To The Dance
	1988
	47:04
	label: Shanachie Rec.

Maddy PRIOR (см.) [v] & June TABOR (см) [v]; Dan Ar Braz [g]; Huw Warren [p, k]; Paul James [s s];  Nigel Eaton [hurdy-gurdy]; Andrew Cronshaw [concertina]; Patsy Seddon [Camac el harp]; Mark Emerson [vln]; Bernard O’Neill [cello]; Rick Kemp [b]; Patsy Seddon & Mary MacMaster [clarachs]; Jim Sutherland [perc]. (состав варьируется)

1. What we will do?

2. The Barring of The Door

3. Blood and Gold / Mohacs

4. Cakes and Ale

5. Agincourt Carol / La Route Au Beziers

6. How Shall I Your True Love Know?

7. Hedger and Ditcher

8. The Old Miner

9. Almost Every Circumstance

10. Fine Horseman

11. Rosie Anderson

12. Somewhere Along The Road

	June  TABOR 
	Abyssinians
	1983
	36:24
	June  TABOR -- см. тж.: Silly Sisters 

label: Topic Records (London)

	June  TABOR
	Airs And Graces
	1991
	40:28
	label: Shanachie Rec.

June Tabor [v, g].

	The BARELY WORKS
	The Big Beat
	1990
	47:10
	label: Cooking Vinyl (London)

Весёлый шотландский фолк-рок (больше похожий на country)

Chris Thompson [banjo, v]; Sarah Allen [accordion, fl, whistle]; Keith Moore [tuba]; Mat Fox [hammer dulcimer, perc, v]; Richard Avison [trb, v]; Alison Jones [fiddle, v]; Walmsley [d].

1. The White Cockade / Bonaparte's Retreat / Flop-Eared Mule (trad)

2. Byker Hill (trad)

3. Big Old Road (Thompson)

4. Let's Go And Have A Good Time (Thompson)

5. Liberty / Blackberry Blossom / The Cuckoo's Nest (trad)

6. It's Not That Bad Anymore (trad)

7. The Inventor (Avison)

8. As A Thoiseach (Keep It Up) (trad)

9. Tropical Hot-Dog Night (D. van Vliet)

10. Growling Old Man And Old Woman (trad)

	Kathryn  TICKELL
	The Gathering
	1997
	45:51
	label: Park Records (Oxford, England)

Kathryn Tickell [Nothumbrian pipes, fiddle]; Ian Carr [g]; Neil Harland [b]; + Paul Flush [p (#3, 11)]; Brendan Power [harmonica (#7, 8)].

	Kathryn  TICKELL
	The Northumberland Collection
	1998
	52:36
	label: Park Records (Oxford, England)

Kathryn Tickell [Nothumbrian small pipes, fiddle, viola]; Matt Scattle [Border pipes]; Ian Carr [g]; Neil Harland [b]; Paul Flush [p]; Julian Sutton [melodeon]; Sean Barry [harp]; Carolyn Robson [v]; Willie Taylor [fiddle]; Paul Handyside [12-str g].

The plaintive cry of the pipes, the lift of the fiddle...this music dances, sighs and sings with the spirit of Northumberland.

	Talitha  MacKENZIE
	S(las
	1994
	42:09
	SCOTLAND

label: Shanachie Rec.

Talitha MacKenzie [v, p]; Chris Birkett [k, perc, extended vocal techniques]; Gary West [pipe drone]; Dave Aitch [rainmaker, chimes, cymbals, timbales, congas, shakers, axatse, guiro, talking drum, flexitone, vibraslap, dumbek]; Jim Walker [military drum]; Moray Rumney & Gavin Marwick [fiddles]; Iain McKinna [g, b]; a.o.

All songs and dances -- traditional GAELIC
1. Hoireann O (waulking song) 4:35

2. Sheatadh Cailleach (The Old Woman's Reel -- mouth music) 4:15 

3. 'S Muladach mi 's mi air m’aineoil (Mournful Am I -- waulking song) 4:14 

4. E ho hi (waulking song) 1:21 

5. Seinn O (Sing! -- mouth music) 5:36 

6. Uamh an Oir (The Cave Of Gold -- mouth music) 5:03
7. Owen's Boat  (O Seallaibh curaigh Eoghainn -- mouth music) 4:32
8. Chi mi na Morbheanna/JFK (Mist-covered Mountains) 3:49
9. Rol hoi ill leo  (waulking song/sea shanty) 1:45 

10. Funky Bird Medley: Bann de Ribinnean / Dannsa nan Tunnagan  (Band Of Ribbons / Dance Of The Ducks -- mouth music) 3:54 

11. Theid mi Dhachaigh  (The MacKenzie Lullabye) 3:01

	Talitha  MacKENZIE
	Spiorad (Spirit)
	1996
	40:33
	label: Shanachie Rec.

Talitha MacKenzie [v, clarsach, fl, dancing feet, harpsichord, k-piano, k-horns, chimes]; Chris Birkett [k, k-flute, k-strings, k-drone, k-tp, accordion, drum kit, perc, darabuka, wail of desperation, ac g, el g, b, African concussion rattles, laud]; James MacDonald Reid [Scottish pipes]; Nico Miranda [bass guitar, 6-str fretless bass]; Francois 'Bubu' Boirie [fiddle, fiddle drone, el vln]; Bimbo Acock [t/a s]; Gerlof Lenten [didjeridoo]; a.o.

1. FILL IU O (Gaelic waulking song) 

2. 3 THINGS (Gaelic lament)

3. FIONNAGHUALA (Fair-Shoulders – English text by T. MacKenzie)

4. HOPA!   (Bulgarian dance-tunes)

5. AJDE JANO  (Come on, Jano -- Serbian dance-song)

6. FEAR A’ BHATA  (The Boatman -- Gaelic lament)

7. SAOR AN T-SABHAIDH (The Joiner -- Gaelic mouth music)

8. CHANGERAIS - TU?  (Would you Change? -- Breton dance-song)

9. SPIORAD  (Spirit -- Gaelic waulking song)

10. GRIOGAIR  (Gregor -- Gaelic lament)

11. A FHLEASGAICH OIG  (O Most Gentle Youth)

	THE MEN THEY COULDN’T HANG
	Night Of A Thousand   Candles
	1985
	50:48
	label: Demon Records (England)

[жёсткий folk-rock; сравнимы с The Pogues]

Cush [v, g]; Jon [d, perc]; Swill [v, g, tin whistle, melodica]; Shanne [b, Tibetan anus flute]; Paul [g, bouzouki, k]; Tom Keane [uillean pipes]; + Lindsey Lowe [tp].  Produced by Nick Lowe.

	THIRD  EAR  BAND
	Alchemy
	1969
	50:11
	label: Demon Records (England); rec. In London.

Paul Minns [oboe]; Glen Sweeney [hand drums, wind chimes, tabla]; Richard Coff [violin, viola]; Mel Davis [cello, slide pipes].

   Алхимия, как она есть. С привлечением массы фольклорных материалов.

   Glen: “Third Ear Band music is a reflection of the universe as magic play illusion simply because it could not possibly be anything else. Words cannot describe this extatic dance of sound, or explain the alchemical repetition seeking and sometimes finding archetypal forms, elements, and rhythms. Contradictions are their energy force, dualities are discarded in favour of the Tao each piece is as alike or unalike as trees, grass or crickets. This is natural, magical, alchemical music that doesn’t preach but just urges you to take your own trip. If you can make it into the music you’re adrift in fantastic Bosch-like landscapes, a strange acoustical perfume fills the mind, on rare occasions a vast door seems to open, band and audience appear to float in a new dimension, transcending time and space where nothing exists except this very strange and beautiful music.”

	THIRD  EAR  BAND
	Necromancers Of The Drifting West
	1970
	36:53
	Previously unreleased. 1997.

	THIRD  EAR  BAND
	Macbeth
	1972
	43:53
	label: EMI Records (England); rec. In London.

Paul Minns [oboe]; Glen Sweeney [d]; Paul Buckmaster [cello, b, g]; Simon House [violin]; Denim Bridges [g].

	THIRD  EAR  BAND
	Live
	1996
	68:44
	label: Voiceprint   Email: Rob@vprint.demon.co.uk 

Information: http://www.colloquium.co.uk/the-wilderness/ 

Glen Sweeney [perc]; Mick Carter [g]; Lyn Dobson [saxes, flutes, chants]; Neil Black [violin].

  An incredible live set from the cult new age Third Ear Band, featuring two of their famous deconstructed ragas, plus the avant guard minimalist drumming of Glen Sweeney on a variety of hand drums.

	A CELTIC  BAGPIPE  COLLECTION
	Piping Hot
	1997
	48:32
	label: Green Linnet Records (USA)

Волынщики – см. тж.: Jerry O’Sullivan; Seamus Ennis.

The Good Drying Set    4:59

 The Tannahill Weavers
Lurry Redican’s Hornpipe / The Green Banner         3:00 

Jerry O’Sullivan
Onward Blindly Onward  4:04 

Rare Air
Blackbirds and Thrushes   3:05

Matty Connolly
Sean Reid’s / Toss the Feathers   2:05 

Mick Moloney / JoeMcKenna

Grimstock   3:18 

The House Band

Clueless      3:56 

Wolfstone
Brian O’Lynn / The Woods of Old Limerick      3:17 

Patrick Street
The Rainy Day / The Merry Blacksmith / The Silver Spear  3:10    

Seamus Ennis
The Bells of Tipperary / Miss Galvin’s 2:04

Joe Burke, Michael Cooney, and Terry Corcoran
The Dear Irish Boy / The Stone in the Field    6:09 

Tommy Reck
Colonel Fraser    3:58 

Jerry O’Sullivan

Kintail   4:21

The Tannahill Weavers

	The  GENTLEMEN  PIPERS
	Classic Recordings of Irish Traditional Piping
	1994 comp
	79:03
	label: Ace Rec / GlobeStyle Rec. (London)

волынки  (ретроспективный сборник; №1-7: моно; без них общее время 57:41)

  Pipes have been used in Irish music since the 11th century (i.e. pre-Norman times) and possibly much further back than that. However, these pipes would have looked and sounded more like the ‘war pipes’ (piob mor) or ‘highland pipes’ and used by pipe bands and Scottish pipers in particular, rather than the type of pipes associated with Traditional Irish music and the players featured in this collection.

  Uilleann pipes, pronounced “lll-un” or “lllyun”, depending on local Gaelic dialects, and as close as English orthography permits a phonetic translation, and ‘powered’ by a small bellows attached to the body by a strap around the waist, and to the arm by a strap just above the elbow (“uille” in Gaelic, hence the name uilleann). They are also sometimes referred to as Union pipes, Organ pipes and even as the Irish Organ! The uilleann pipes, a distinctively Irish instrument, are the most advanced type of pipes found anywhere in the world, particularly favoured for their sweetness of tone. The most commonly used set of concert pitch pipes consists of:

a) a chanter, a pipe with a two-octave range on which the melody line is played (the lowest note being the D above middle C);

b) the drones, of which there are three (tenor, bass and baritone) each tuned an octave apart, provide a sustained low-pitched note adding a haunting accompaniment to the melody line (the highest drone, the tenor, is tuned to the lowest note on the chanter);

c) the regulators, of which there are also three (again tenor, bass and baritone), provide simple harmony or chordal backing.

  [...] all authors suggest that the uilleann pipes were developed in the early decades of the 18th century, however, it is argued by some music historians that Shakespeare’s reference to “woollen pipes” may have been a misunderstanding or misreading of the word uilleann. If such was the case, then the origin of these pipes could be as far back as the 16th century. By-the-by, the Shakespearean reference is not an unlikely as it may possibly first sound. [...]

  Of all of the masters of 20th Century piping, most of the great names recorded for Topic at some stage and are featured in this collection. The one name which must be included in any discussion of great uilleann piping and which is obviously absent from this collection is that of Johnny Doran. Johnny was a professional travelling musician, great-grandson of the legendary 19th century piper John Cash. Doran is widely regarded as the greatest piper in living memory, and his influence is still heard in the playing of contemporary pipers. [...] The complete Doran sessions were made available to the public for the first time in 1988 (40 years after Johnny’s death!), but even then only as a cassette with very limited distribution.

  We contacted the Dept of Irish Folklore on a number of occasions, hoping to license examples of this legendary piping on our compilation and/or to release the complete session on one CD. No reply was forthcoming, so presumably the Dept of Irish Folklore have their own plans (as yet unrevealed) for these treasures. Irish music connoisseurs will just have to wait and hope for the best!

	AMAZING GRACE
	A Real Highland Fling
	1995
	37:39
	label: Madacy Music Group

Сборник традиционных шотландских мелодий для волынки, как соло, так и в сопровождении Bill Garden’s Scottish Orchestra.

AMAZING GRACE

    Caledonian Heritage Pipes & Drums .............. 2:57
BANNOCKBURN 1314
    Bill Garden’s Scottish Orchestra ....... 2:2 3
SCOTLAND THE BRAVE, ROWAN TREE 

Caledonian Heritage Pipes & Drums ................................ 2:38
MIST COVERED MOUNTAINS OF HOME 

   Bill Garden’s Scottish Orchestra ................. 3:30
SOLO PIPE SELECTION

   Piper Eric Rigler .............................. 4:07

THE CASTLE WALLS

   Bill Garden’s Scottish Orchestra ....... 5:08
SCOTTISH FANTASY

   Bill Garden’s Scottish Orchestra ....... 4:29
SOLO DANCING

   Piper Stuart Liddell ....................... 1:47

PLAY THE GAME

   Tommy Scott’s Pipes & Banjo Band ...... 3:04
MEDLEY: DEIL AMONG THE TAILORS, HIGH ROAD TO LINTON, PIGEON AT THE GATE 

   Tommy Scott’s Hop Scotch  ................ 1:51
HIGHLAND DANCING

    Piper Stuart Liddell ........................ 1:32

MEDLEY: SCOTLAND THE BRAVE, ROWAN TREE, BONNIE GALLOWAY, OLD RUSTIC BRIDGE 

   Pipes & Drums of Denny & Dunipace ........................ 2:54

GLENDURAL HIGHLANDERS

    Massed Bands .................................... 0:55

HIGHLAND LADDIE

    Massed Bands .................................... 0:49

	DEWAR’S  BAGPIPE  FESTIVAL
	Live at the Knitting Factory
	1993
	48:32
	label: Knitting Factory Works (NY)

1. George Balderose - ‘Danny boy’ / ‘Amazing Grace’

2. George Balderose - ‘Piobaireachd: The Lament for Alisdair Dearg’

3. Samm Bennett - ‘Gimme’ A Dram’

4. Tim Britton - Reels: ‘Air’ / ‘Port na bPuca’ 

5. The Wax / David Watson ‘Pipeline’

6. Rawlins Cross ‘Long Night’

7. Andy Haas & Julie Brown ‘Sub Genius Lament’

8. Battlefield Band ‘Untitled’

This CD, recorded live at the Knit, features traditional piper George Balderose, Samm Bennett’s sampled bagpipes, Tim Britton with Irish Pipes and African percussion, and the Wax, a didgeridoo and bagpipe duo, plus many more.

	Hector  ZAZOU
	Lights In The Dark
	1998
	54:42
	A journey to the source of sacred Irish song.

В записи принимали участие Peter Gabriel, Ryuichi Sakamoto, Mark Isham, Hossam Ramzay, и др.

«I can see where the wind goes

And follow the way of the wind;

And blessedness goes

where the wind goes,

And when its gone

we are dead».          ---   (Yeats)

Although sacred music existed in Ireland from the earliest times it is not until the coming of Christianity in the fifth century that this genre took on a more definite form as we know it today. The change was a gradual and systematic progression from paganism to Christianity and retained much of the ancient art of creativity. The new religion moved easily into the seams of the old. Saint Patrick is reputed to have brought the Latin language to Ireland. Once the Latin system of culture and writing was adopted and incorporated into the creative process many pieces of literature were produced. Christianity, as well as introducing a new mode of communication, had a refreshing effect on arts as new characters from the Old and New Testament were presented. A flourishing literary activity ensued. The role of the bards evolved to that of the fili or poets in the new era.

During this golden age of saints and scholars, bilingualism meant Latin and Irish, and poets used both Languages in their work. Hymns based on Latin meter were composed in a bilingual format during the sixth century in which Latin and Old Irish were used without sacrificing rhyme or metre. Likewise, in the hymn Achaini an Ghra / Requests of Love (track 12 on this CD), by Mael Isu Ua Brolchan, an eleventh-century poet, we see the same combination used and the native language and Latin church language are beautifully woven together.

A small treasury of rare religious songs survives to this day in the rich singing tradition of Ireland.

The two main types were the Lullaby and the Lament. The mother speaks directly to her child in the lullaby, as heard in Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary. Songs such as Caoineadh na dTri Muire / Keening of the Three Marys and Amhran na Paise / Song of the Passion are very moving to any audience and create an evocative drama of words and a corresponding haunting air. When these songs are sung by a native Irish singer an unbroken chain connects us to a mystical realm.

Keening was a highly developed art form and stemmed from ancient times. It started off as a pagan phenomenon and as time went on it gradually became accepted as a Christian practice with its influences found in religious song. It was believed in Ireland that everyone should be keened, even strangers and paupers. 

Lamenting is an age-old custom found in many cultures. In Ireland it was mostly women called keeners who lamented the dead. These professional keeners were poets in their own right, composing in a metrical system called rosc. They were employed by relatives of the deceased. Despite its decline during the Great Famine (1846-48) and the established church's disapproval of such a ritual, this ancient custom survived until quite recently. Keening was recorded on the Aran Islands early in this century. It is worth noting that the song Caoineadh na dTri Muire / Keening of the Three Marys, (Track 4 on CD), was sung at wakes in some parts of the country by keening women of old. It was customary to follow it immediately by recitation of the rosary, thus combining the two traditions, that of the pagan origin in the form of keening and Christianity. The numerical carol was popularised by the Franciscans upon their arrival in Ireland during the thirteenth century. This form of song was developed to highlight aspects of Christianity and the mysteries, the nativity scene being one such theme. An unusual characteristic of the Irish carol is that many contain a chorus. This can be seen clearly in songs such as Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary. The Irish carol also contained influences of the hymn and of the ballad.

The numbers three and seven are important in Irish sacred songs. The number three was a significant element in many Celtic folk tales, and this tradition was adopted in songs such as Caoineadh na dTri Muire / Keening of the three Marys and Gol na dTri Muire / Lament of the Three Marys. One can also see the influences of the older religion in these songs; three goddesses were often worshipped for their gifts of fertility and creativity. Thus here we have another example of the fusing of old religion with the new.

Seven is the number of completion, which derives from the Jewish tradition. It was also considered sacred amongst the Irish of the Megalithic period, and the Celts upon their arrival kept this custom, This motif is found in the song Seacht Suailce na Maighdine Muire / Seven Joys of the Virgin Mary.

  ---- LASAIRFHIONA NI CHONAOLA

THE SONGS
1. AN REALT (THE STAR)

This song asks Jesus to cleanse us spiritually and give us proper guidance in our lives. It was originally collected by George Petrie,

a renowned antiquarian and collector of the nineteenth century. It was compiled by Una Ni Ogain and can be found in her book Danta
De which was published in 1928. Most of the songs are anonymous and were passed on orally from generation to generation. We are indebted to people like George Petrie and Una Ni Ogain.
2. SEACHT SUAlLCE NA MAIGHDINE MUIRE (SEVEN JOYS OF THE VIRGIN MARY) 

This carol was very popular and was sung in many parts of Ireland. The lyrics and melody may vary but the theme remained the same. The versions on this CD come from Co. Donegal.

3. DAN NA MARBH  (POEM OF THE DEAD)

Similar to many of our finest traditional songs the name of the composer of "Dan na Marbh" (Poem of the Dead) is lost; perhaps some of those altruistic poets would be happy to remain anonymous. This particular song was sung at funerals and at wakes. It describes a person on his death bed, being comforted by the Blessed Virgin. Death parts him from his mourning relatives but the Spirit of God stays with him forever. 

4. CAOINEADH NA DTRl MUIRE  (KEENING OF THE THREE MARYS) 

In this song we see the Blessed Virgin portrayed as a keening woman in the traditional mode; the refrain "ochon agus ochon o" was a typical expression used in keening style. This song is a narrative ballad. According to Dr. Angela Bourke the other two Marys of the triad are Mary Magdalene and Mary, mother of St. John.

5. SEACHT SUAlLCE NA MAIGHDINE MUIRE (SEVEN JOYS OF THE VIRGIN MARY) 

Here we have a total contrast to the Seven Sorrows of The Virgin Mary, and both are from the same period. These medieval carols were brought to Ireland by the Franciscan Brothers during the thirteenth century. The number seven comes from the influence of the church and was seen as the number of completion.

6. GOL NA DTRl MUIRE (LAMENT OF THE THREE MARYS) 

This is another version of keening of the Three Marys; the title of this song is found only in Co. Donegal. The text tells the dramatic story of the Passion. In this version we are urged to attend Mass. The number three was important in Irish sacred songs. It was also a significant element in many Celtic folk tales, and this tradition was adopted in this song. 

7. AMHRAN NA PAlSE  (SONG OF THE PASSION)

"Amhran na Paise" is a song based on the passion and resurrection of Christ which was sung during Lent and Easter. It was

popularised by the traditional singer Seosamh O hEanai (Joe Heaney). Recurring themes in folklore are evident in this song: the Blessed Virgin going to Christ's tomb to tend to His remains and the rooster crowing after Peter denied Christ three times.

8. IN AINM AN ATHAR LE BUA  (IN THE NAME OF THE FATHER MAY WE HAVE VICTORY)

The author of this song, Feardorcha O Meallain, is thought to be a descendant of the O'Mellows of Co. Armagh who were the hereditary keepers of the Bell of Saint Patrick. In this work the poet asks God and the saints for guidance along the path of life, and to be ever present so that we may remain triumphant. The St. Colman refered to in the poem is the patron saint of Drumore in Co. Down.

9. SEACHT NDOLAS NA MAIGHDINE MUIRE (SEVEN SORROWS OF THE VIRGIN MARY) 

In this song the Blessed Virgin as a mother is expressing her overwhelming sorrow and the waves of emotion that consume her. Versions of the song are found in many parts of Ireland and belong to a medieval European tradition. This version was collected in Co. Kerry and was traditionally sung after the Rosary. 

10. DUAN CHROI IOSA  (LITTLE SONG TO THE HEART OF JESUS) 

Duan Chroi Iosa was composed by Tadhg Gaelach O Suilleabhain who died in 1795. His religious poetry, much of which he set to popular airs, was warmly received by the ordinary people of his time. This tender lyric is dedicated to the Sacred Heart of Jesus. Like other compositions of its kind, it is a song of hope which gave the necessary morale boost to the people of Ireland at a time when their religious freedom was non-existent under the stringent Penal Laws which were enforced by the English.

11. CAOINEADH MHUIRE  (MARY'S LAMENT)

This is one of many versions of Caoineadh na dTri Muire (Keening of the Three Marys) found in different parts of Ireland. Although the title and melody vary slightly, in some cases the original theme remains constant. This song was sung throughout Ireland on Good Friday. The version sung on this CD comes from the repertoire of Sorcha Ni Ghuairim, a renowned traditional singer from Connemara who was recorded in the forties by the Irish Folklore Commission. 

12. ACHAINI AN GHRA  (REQUESTS OF LOVE)

Composed in the eleventh century by Mael Isu Ua Brolchan who died on the 16 of January 1086. He is described in the Annals of Ulster "as a master of wisdom and of piety and in filidecht (poetry)" both in Latin and in Old Irish. In this song the author yearns for God's love. It is a bilingual song in Latin and Irish, popular at that time. The Old Irish was translated into Modern Irish by the poet Sean O Riordain.

13. AMERGIN  (TOMB OF EVERY HOPE)

Amergin, literally meaning song conception, was a mythical bard found in early Irish literature. In the Leabhar Gabhala, the eleventh century Book of Invasions, he is described as one of the sons of Mil, otherwise known as Milesians, ancestors of the Gael who arrived on Erinis shores about 2,000 BC. Amergin played a leading role in the tale as he was the first to touch Irish soil on that momentous occasion. Inspired by the mystic landscape he composed an ode celebrating all the great mysteries of life and embracing the symbols of the Celtic soul.

                         ------   LASAIRFHONA NI CHONAOLA

1. AN REALT     4'25 (THE STAR)

   Vocals: Breda Mayock. Harp: Kristen Noguez. Trumpets: Mark Isham. Hudy Gurdy: Andre Compostel. Sounds: Hector Zazou. Trumpet arrangements: Mark Isham

2. SEACHT SUAlLCE NA MAIGHDINE MUIRE  3'33 (SEVEN JOYS OF THE VIRGIN MARY) 

   Lead vocal: Katie McMahon. Backing Vocals: Breda Mayock. Harp: Kristen Nogues. Trumpet: Mark Isham. Choir: Silap' (Jean-Paul Elise, Thierry Francois, Donovan Jones, Edouard Lavanne, Jean-Marc Reyno, Aliou Sangare). Sounds: Hector Zazou. Trumpet arrangement: Mark Isham

3. DAN NAR MARBH    3'09 (SONG OF THE DEAD)

   Lead vocal: Lasairfhiona Ni Chonaola. Oud: Thierry Robin. Ocarina: Cartos Nunez. Zither: Andre Compostel. Percussions: Pierre d'Aquin

4. CAOINEADH NA DTRI MUIRE   4'09 (KEENING OF THE THREE MARYS) 

   Lead vocal: Breda Mayock. Backing vocals: Peter Gabriel, Breda Mayock. Guitar: Kent Condon Bass & Theremin (43b&43c): Francoise Debout Indian violin: Germain de Loing Loop: John B.

5. SEACHT SUAlLCE NA MAIGHDINE MUIRE  3'55 (SEVEN JOYS OF THE VIRGIN MARY) 

   Lead & Backing vocals: Breda Mayock. Guitars: Jacques Pellen. Choir: Silap'. Loop: John B.. Percussions: Hossam Ramzay

6. GOL NA DTRl MUIRE    4'23 (LAMENT OF THE THREE MARYS) 

   Lead vocal: Katie McMahon. Backing vocals: Katie McMahon, Brendan Perry, Denis Me Ardle. Cello: Caroline Lavclle. Piano: Ryuichi Sakamoto. Sounds: Hector Zazou. Bass guitar: Daniel Yvinec. Percussions: Brendan Perry.

7. AMHRAN NA PAISE   5'07 (SONG OF THE PASSION)

   Lead vocal: Lasairfhiona Ni' Chonaola. Guitar: Kent Condon. Harp: Kristen Noguez. Trumpets: Mark Isham. Percussions: Pierre d'Aquin. Trumpet arrangements: Mark Isham.

8. IN AINM AN ATHAR LE BUA    3'29 (IN THE NAME OF THE FATHER MAY WE GAIN VICTORY) 

   Lead & Backing vocals: Breda Mayock. Flute: Ivan Tchekine. Violin: Richard Bourreau. Kora: Papa D'jabate. Stone percussions: Pierre d'Aquin. Percussions & Berimbau: Brendan Perry.

9. SEACHT NDOLAS NA MAIGHDINE MUIRE   7'37 (SEVEN SORROWS OF THE VIRGIN MARY) 

   Lead vocals: Katie McMahon. Oud: Thierry Robin. Cellos: Caroline Lavelle. Sounds: Hector Zazou. Percussions: Pierre d'Aquin. Choir: Silap'.

10. DUAN CHROI lOSA   3'25 (LITTLE SONG TO THE HEART OF JESUS) 

   Lead vocal: Breda Mayock. Koto: Noriko Sanagi. Gaita: Lucie de Lisieu. Sounds: Hector Zazou.

11. CAOINE MHUIRE    5'38 (MARY'S LAMENT) 

   Lead vocal: Breda Mayock. Flute: Carlos Nuhez. Hurdy gurdy: Brendan Perry. Kantele: Minna Raskinen. Sounds: Hector Zazou. Choir: Silap'.

12. ACHAINI AN GHRA    3'14 (REQUESTS OF LOVE)

   Lead vocal: Lasairfhiona Ni Chonaola. Pekou: Didier Malherbe. Sounds: Hector Zazou. Percussions: Hossam Ramzay

13. AMERGIN   2'27 (TOMB OF EVERY HOPE) 

   Spoken words (Irish): Lasairfhfona Ni Chonaola. Spoken words (English) : The Wiltshire Souls. Organ: Hector Zazou. Bells: Pierre d'Aquin.

Performed, arranged & produced by Hector Zazou


FRANCE / BRITTANY (Musique Bretonne)

	G(rard  ZUCHETTO
	Chante Les Troubadours XII et XIII siecles
	1988
	48:35
	label: VDE-Gallo (Suisse)

Patrice Brient [viele a archet, citole, tympanon]; Jacques Khoudir [bendir, derboukas, perc]; Gerard Zuchetto [recherches, chant].

  The ‘cansos provencales’ of the 12th and 13th  centuries bear a universal message of courtly love (Amour courtois), of “Fin’ Amors”, sung with such delicacy and sensuality by avant-garde poets, those sculptors of radical rhymes that establish new peer relationship between man and woman. The genius of the discoverers lies in the poem of the Troubadours. Transmutation of words and sounds. In the text, the word dominates the sound; in music, sounds evoke the words.

  In order to interpret these poems right to their very tone, we need to surpass the melodic touch of the manuscript so as to attach us, above all: to the meaning of the work and to the thought of “Fin Amors”, to the richness of the language, to the oratorical rhythm and to the pursuit of the harmony of vocal and instrumental tones.

  The ‘canso’ of yesterday is the song of today in all its modernity — from subtle play to mad love. “My entire thoughts are about Love; malicious gossips will say that a knight must look about something else all the same, but I say, it is nothing of the sort; for no matter what people say, what is most valuable is what comes forth from Love, both in folly and in good sense, and all that one does out of Love is good.”

	HESPERION XX
	Cansos De Trobairitz -- Songs of the women troubadours (c1200)
	1996
	50:05
	label: Virgin Classics Limited (London), 'Veritas Edition'.

HESPERION XX: Jordi Savall  [vielle, lyre, director]; Montserrat Figueras [soprano (#1-7)]; Pilar Figueras [soprano (#3)]; Josep Benet [tenor (#1,4,7)]; Hopkinson Smith [lute, guitarra moresca]; Lorenzo Alpert [flute, percussion]; Christoph Coin [vielle, rebab].

The trobairitz were twelfth- and thirteenth-century female lyric poets or poet-musicians from Provence and Catalonia who composed their verse in langue d'oc. Like their male counterparts, the troubadours, they practised the art of trobar — composing poetry or inventing tropes. They employed a wide range of images from courtly love such as forging, polishing and locking together. Of the great many trobairitz who once graced the courts of western Europe, the names of only eighteen have been handed down. Although several surviving lyric poems are the work of various trobairitz, only one (out of 236 extant troubadour songs) is known to have had both its words and melody composed by the same woman: the Condesa de Dia, whose surviving output also totals five poems.

The practice of borrowing melodies for use with a given piece of poetry was widespread in medieval times, and of the 2,542 surviving troubadour texts 514 are known to have used melodic imitations or extensive borrowings. In all likelihood a further seventy or so could be added to this total. This recording takes full advantage of the immense possibilities arising out of this practice, and it also adopts the legitimate method of using two voices to perform songs with dialogue.

Three of the recorded works were written by the mysterious Beatriz Condesa de Dia, one of the great poetesses of all time, a woman who, with vehemence, passion and candour, successfully sang the praises of carnal love. It should be borne in mind that courtly love as glorified by the troubadours was of an essentially adulterous character, and that the Condesa herself was a married woman — her husband was Guillem II of Poitiers. Her Estat ai en greu cossirier probably re-used the melody that Raimon de Miraval had composed for his own Lonc tems ai agut consiriers. The Condesa de Dia's Ab joi et ab joven m'apais (which employs the far from simple technique of rims derivatius, or derived rhymes) was definitely sung to the melody of Estat ai com hom esperdutz by Bernart de Ventadorn, who musically was the most important of the troubadour poet-musicians. Finally, both the text and the melody of A chantar m'er de so q'ieu no voldria were written, according to the cancioners, by the Condesa herself.

The tenson or tenso, a type of poetic composition originating in Provence during the twelfth century, consists of a dialogue or debate between the poet and an imaginary opponent. Vos que'm semblatz dels corals amadors is a short tenson or, more accurately, a sequence of two simple coblas or stanzas that together form a dialogue. The first stanza is by the Condesa de Provenza Garsenda (wife ofAlfonso II, who was the Count of Provence between 1196 and 1209), and the second is by the troubadour Gui de Cavaillon who flourished during the first quarter of the thirteenth century. As a rule this type of lyrical dialogue would borrow the melody of a popular and widely known canso or canco, and in this instance the source of the melody is Jamais nul tems no'm pot ja far Amors by the troubadour Gaucelm Faidit from Limousin who was active during the last quarter of the twelfth century.

Na Carenza al bel cors avinen is a rather peculiar tenson between two sisters, N'Alais and Na Iselda, and Na Carenza. In this recording the two sisters sing the first stanza and its final (wordless) repeat in unison. They enquire whether marriage is advisable, giving a precise description of its consequences. In reply Na Carenza sings the second stanza alone, advising them to enter a convent. The melody used here is the famous tune of La grans beutatz e'l fis ensenhamens of which no fewer than eighteen melodic imitations survive — clear testimony to the success and popularity of this canso by the late twelfth-century troubadour Arnaut de Maruelh from Perigord.

Si'us quer conselh, bel'ami' Alamanda is one of the most famous compositions of Giraut (Guiraut) de Bornelh from Limousin, who flourished in the second half of the twelfth century. It is a tenson between a troubadour and Alamanda, the maid of his adored one. He insists that she should bring about a reconciliation between him and her mistress. The indications are that this tenson is fictitious, designed merely as a pretext for displaying the great charm and irony of the poet's literary labours. The music, by Giraut himself, was frequently used and imitated by fellow troubadours.

S'anc fui belha ni prezada by Cadenet, who was active in the first third of the thirteenth century, is one of the most famous of all literary albas (aubades or dawn songs) but is one of only two for which the original melody survives. It is a dialogue between a lady (first and final full stanzas) and the guardian of her love (central stanzas). She complains about her husband, declaring her intention to stay with her lover until dawn. The guardian assures her of his faithful services while she is with her lover.

1     Vos que*m semblatz dels corals amadors (dialog) (3:53) 

Text I: Condesa de Provenza Garsenda fl 1193-1215
Text II: Gui de Cavaillon fl c 1200-1225 Music: Gaucelm Faidit c 1150 - c 1220 

voices, flutes, percussion

2     Estat ai en greu cossirier (canco) (6:07) 

Text: Condesa de Dia fl c 1200
Music: Raimon de Miraval fl 1180-1215 

voice, vielle, lyre

3     Na Carenza al bel cors avinen (tenso-canco) (5:51)
Text: Anon.
Music: Arnaut de Maruelh fl c 1170-1200
voices, lute

4     Si*us quer conselh, bel'ami' Alamanda (tenso) (9:42)
Text & music: Giraut (Guiraut) de Bornelh
c 1140 - c 1200
voices, vielle, lute, lyre, guitarra moresca

5     Ab joi et ab joven m'apais (canco) (5:26) 

Text: Condesa de Dia fl c 1200
Music: Bernart de Ventadorn c 1135 - c 1195 

voice, flute, vielle, guitarra moresca, rebab, percussion

6     A chantar m*er de so q'ieu no voldria (canco) (8:20)
Text & music: Condesa de Dia fl c 1200 voice, lyre

7    S'anc fui belha ni prezada (alba) (10:24) 

Text & music: Cadenet fl c 1200 - c 1230 

voice, flute, lute, guitarra moresca, vielle, lyre

Hesperion XX
Montserrat Figueras soprano 1 -7
Pilar Figueras soprano 3
Josep Benet tenor 1,4,7
Jordi Savall vielle, lyre
Hopkinson Smith lute, guitarra moresca
Lorenzo Alpert flute, percussion
Gabriel Garrido guitarra moresca, flute, percussion
Christoph Coin vielle, rebab
Jordi Savall director

	GWERZ
	Musique Bretonne
	1985
	39:36
	label: Ethnea (a division of MUSEA, France), 1997. Internet: http://www.id-net.fr/musea 

Patrick Molard [biniou, uillean-pipe, fl]; Erik Marchand [v, treujenn-gaol]; Jacky Molard [vln, g, b]; Soig Siberil [ac g]; Youen Le Bihan [bombarde, piston]; + guest: Bruno Caillat [zarb (#1), mridangam (#4)].

GWERZ – бретонские музыканты из региона Carhaix (Centre-Bretagne), где и расположен центр музыкальной традиции gwerz. Используются инструменты, характерные для этой традиции.

To listen to a "gwerz" is to penetrate another world, full of drama, just at the moment when, in all its intensity, the events happen, before our very eyes, scene following scene.

Whether if relates a historical or legendary adventure, the "gwerz" cannot be listened to casually. Demanding, it requires the listener's... and to his accord. One doesn't listen to a "gwerz" passively; one must accept to live it.

When these perequisites are met, then, even today, it becomes possible to enter this universe without being shocked by certain aspects now insignificant due to the change of mentality and

customs.

The drama of a girl who has killed her baby, torn between Justice and her mother who tries to save her, becomes just as real as the young man's fantasy, a young man overcome by the death of his beloved and in his distress, whishes to join her in Hell (Ar plac'h ifemiet): 

Two young people love each other in all freedom, without fear for the Judgement of God. Death, cruel and against nature, suddenly bears away the young girl. The young man, in deep despair, retires to convent praying to God to return his beloved... A young man appears, offers to fulfill his wish, and sends him over towers and trees until he finds himself before a splendid entranceway. The iron gates are opened by an angry devil. The young man's mistress appears to him, sitting in an armchair of burning coals. She implores him to return to Earth so as to exhort young girls to be more reticent. But in wanting to kiss his beloved one last time, the young man damns himself.

Just the same, in spite of the years passed, the drama which develops through the conversation between a mother and her son who leaves for war (Kimiad Paotred Plouilho) is relative today and its sentiments are fresh. The simplicity of expression even adds almost to the reality of the dialogue:
Each night, as I try to sleep, I think I see you coming back from battle, covered with blood, abandonned by everyone. And when I'll feet the weight of the years, I'll be heard saying : -- «If my son has stayed at home, he would have taken care of me». The poor boy imagines the fatigue of marching, the nights, his frozen body trying to sleep on a bed of boards, cold and hard, the barracks... and his distress, he can only offer his mother the help of his sister still at home. 

Fortunately, the breton song also knows how to smile and one may gradually pass from the drama to a love song, from the specter of a love song, from the specter of death to more gentle visions. Thus, the leave-talkings to go to war are an occasion for strategies against the destiny which separates two hearts:
Dark is the night in this house, the one I love is no longer there! Would I were with him to serve Napoleon! I will disguise myself to come see you, my love! I'll take my fathers trousers and I'll put a big flat hat on my head!...
After the hardships of military service or the separation to go to school, the proposition of marriage is another trial no less terrible:
A young man upon his return from studying in Germany went to pay his respects to his beloved. He bows, greeting the elders first. -- «Young maiden, I have to come to ask for you or for your father and mother.». -- «My father and my mother wish to give me to a miller. Neither for gold nor for silver do I want to take him».
But the young women know how to defend their choice contrary to their parent's opinion:
At the age of eighteen, age of sadness 

A suitor had I, who loved me. 

Passing by the house, he kissed me. 

But my mother on the doorstep, did see!
-«Pardon me mother, that which is done».
-«No, never, my daughter, to the convent be sent».
-«What shall I do there but curl my lace and think of my lover».

	KORNOG
	Premiere (Music from Britanny)
	1984
	43:27
	label: Green Linnet (USA)

Soig Silberil [g]; Jean-Michel Veillon [fl, low whistle, bombarde (oboe)]; Christian Lemaitre [fiddle, g]; Jamie McMenemy [v, Stefan Sobell bouzouki, mandolin].

  When word first came out that Kornog, the premier band of Brittany, was planning a concert tour of the United States, nobody knew quite what to expect. Despite the Celtic resurgence in this country, Breton music remained shrouded in mystery, and no traditional band had ever played here before.

The only familiar name in Kornog's lineup was Jamie McMenemy, the Scottish singer/bouzouki player who had performed with Battlefield Band for several years before emigrating to Brittany and forming Kornog in 1979. Guitarist Soig Siberil's original compositions had been recorded by the likes of John Renbourn, but the achievements of fiddler Christian Lemaitre and flutist Jean-Michel Veillon had been with French bands largely unknown in America. Kornog's promotional cassette provided only a muffled hint of a unique and strangely beautiful style. [...] A lack of sleep notwithstanding, there was enough adrenalin flowing in antisipation of the event to carry Kornog through a resounding concert, the highlights of which are captured on this record. The traditional Breton dances, the marches, the instrumental solos, the Scottish songs and the outrageous tales are all here, as is the enthusiasm that greeted Kornog’s concerts wherever they performed.

AN INTRODUCTION TO BRETON MUSIC...

For decades, the festou noz (late night Breton ceilidhs) have provided the best opportunity to hear and dance to the traditional music of Brittany. People of all ages gather for these events, and the music and socializing lasts until the wee hours of the morning. The success of the evening is measured by how many dancers crowd the floor or the meadow, pinkies joined as they whirl through a vast array of circle dances. The music may be provided by two traditional musicians playing in unison on high pitched, native folk instruments, or by a modern acoustic/electric band, but always it is played strictly for dancing.

The oldest form of accompaniment for the dance in Brittany is provided by couple de sonneurs, two musicians playing bombarde and biniou (a primitive oboe and a one-droned bagpipe). They play the same melody line, without harmonies except for the biniou drone, with one player spelling the other when a breath has to be taken. Both instruments are extremely high pitched, with a loud and penetrating tone that requires no microphones to be heard. The biniou and bombarde have a lirnited range in tone and scale, but with the use of cross-fingering, half blocking of holes and varying lip pressure on the reed, they can be played with great speed and finesse.

In the course of an evening, sonneurs play a wide variety of melodies and rhythms. Traditional Breton music is piayed in twelve different modes, or combinations of specific notes. This is a legacy from ancient Greek music, and gives the melodies a distinctly «minor» sound. The flavor of Breton music comes from combining these haunting tunes with the lively dance rhythms. There is a vast, common repertoire shared by traditional musicians, and modern sonneurs continue to write new tunes in the traditional style.

There are more than 25 different dances in Brittany, and even more variations on these basic rhythms. Most of them are in 4/4 or 12/8, with great rhythmic differences, although to non-Bretons the subtleties may be harder to distinguish. Each region of Brittany has its own specialty – the gavotte in central Brittany, and the plinn further to the Northwest near Bourbriac, among others. It is not unusual for an entire evening to be filled with dances of a single rhythm.

The specific tunes have no individual tities or names as in Irish or Scottish music; there are thousands of gavottes, plinns,  an dros, fisels, ronds, etc., and each tune is known by its dance. To communicate which one you are talking about you have to play or sing it, or say which town it comes from and then sing or play it. The tunes are functional and when separated frorn the dance cease to exist individually for most people, apart from the musicians.

The accompaniment for dancing may also be provided by unaccompanied vocalists, singing in kan ha diskan (a question and reply style). The kaner takes the role of the bombarde and the diskaner takes the biniou’s role. Because the basic rhythms are so distinctive, the same set of words can be sung to most tunes in the same dance rhythm. The more accomplished vocalists also sing non-dance songs called gwerz (unaccompanied ballads and laments.)

In recent years, four to five piece bands have largely supplanted the couple de sonneurs at the festou noz. The bornbarde is still featured, but the biniou has been replaced by the more mellow sounds of fiddle and accordion, and a new rhythm section of acoustic guitar and electric bass has been added. The tunes are still true to the tradition, but the variety of tones and the added surge of the rhythm section give them a modern feel.

...AND KORNOG’S PLACE IN IT

Kornog is at the forefront of a new movement in Brittany to broaden the music and reach new audiences. Their instrumentation – flute, fiddle, guitar and bouzouki – is unique among Breton bands, and they are one of the few totally acoustic groups. They play only for concerts, with dance music at the heart, but arranged for listening rather than dancing. They have adapted the bombarde and biniou parts to fit the different demands of the fiddle and flute, and added guitar and bouzouki accompaniments that bring out the beauty of the melodies as well. This is a new style which gives the tunes a softer, more flowing sound without sacrificing the rhythm. Kornog has also taken stylistic liberties with the traditional material. They have slowed down the tempo on some of the tunes to highlight the interaction between the various instruments, and in the unaccompanied solos, both Christian and Jean-Michel begin with gwerz before going into dance tunes. Without words, these slow laments sound very similar to Scottish airs. Jamie ana Soig have also arranged Breton dances for solo guitar and bouzouki, which gives them a sweeter, more «major» sound. Kornog has borrowed freely ‘rom Scottish and Irish music, the sister Celtic cultures to the Breton/Welsh family, both in style and content. Like the Irish, Kornog features medleys of different dance tunes. This might raise havoc at the festou noz, but in concert it is an exciting way to show the variety of rhythms and melodies in traditional Breton music. Kornog also features Scottish ballads prominently in their show. While Christian, Soig and Jean-Michel bring years of experience playing in festou noz groups, Jamie has added a rich repertoire of story songs from his native Scotland. He has carefully arranged them to take advantage of the mercurial moods of Breton music and bring out the full drama of the story lines. This has required Christian, Soig and Jean-Michel to learn new rhythms and playing techniques, and songs like Jesuitmont have taken up to six months to master. Kornog enjoys a uniqve status in Brittany. They are respected as virtuoso traditional musicians, and admired for their innovations as well. They were also the first group to tour Amenca, and spark a resurgence of interest in Breton music here. Kornog has given audiences, both at home and abroad, a deeper appreciation for the grace and power of the music of Brittany, and opened up a new and exciting chapter in traditional music. We are fortunate to have captured the first fruits « in concert» on this record.

– HERSCHEL FREEMAN
1. Dans Loudieg   Traditional

A lively dance set from Loudieg, a town in central Brittany, usually in three or four parts rond/bateu/rond/ and sometimes riquegniee. It is danced in a circular from with rapid steps. The baleu, with different steps, has a slower rhythm, and the last tune in the set is a song tune called Le Fils du Roy, part of the tradition of songs used exclusively for dancing. 

Jamie—bouzouki; Soig—guitar; Jean-Michel—flute; Christian—fiddle

2. The Demon Lover   Traditional/McFadyen

This is an old Scottish ballad (Child #243) in which the devil, disguised as a former lover, persuades the lady to leave her husband and young son and come away with him. Once on his golden-masted boat, she realizes just too late who he is, and is drowned when he destroys it. We change rhythm and accompaniment to express the different moods and tensions of the story. The melody is the work of Alan McFadyen, a friend and musician from around Glasgow, Scotland. Jamie reworked the words to get a shorter version, the original having 31 stanzas.

Jamie—vocal, bouzouki; Soig—guitar; Jean-Michel—flute; Christian—fiddle

3. Ton Bale / Son ar Rost   Traditional/Herri Leon

Two marches, the first of which is from Pays Fanch and is typical of this kind of march. The second was composed a while ago by Herri Leon, one of the forerunners of the Breton music revival. Son ar Rost—literally "the roast tune"—is the title for this certain type of tune traditionally played for the meat course at weddings. The guitar is tuned in A.

Jamie—mandolin, bouzouki; Soig—guitar; Jean-Michel—flute; Christian—fiddle

4. Dans An Dro   Traditional

Two an dros, a dance which comes from Pays Vannetais, the region around Vannes in Morbihan, southern Brittany. Like all the traditional dance tunes Kornog do, these are usually played on bombarde and biniou or sung; Jamie and Soig have adapted them for guitar and bouzouki, both of which they tune in Open D.

Jamie—bouzouki; Soig—guitar

5. Jesuitmont   Traditional/McMenemy

This is an old ballad (SCOTCH BALLADS: MATERIAL FOR BORDER MINSTRELSY, from Jean Scott), the words of which were given to Jamie about seven years ago by a friend, Elaine Petrie. Child, in his collection, mentions this ballad, in which the stepmother has her stepdaughter chopped up and cooked, then served to her husband in a pie. It is mentioned in connection to Lady Diamond (Child #269) where the kitchen boy, lover to the King's daughter, has his heart torn out and served up to the Princess in a cup of gold. Here the kitchen boy, tries to save the daughter, and is rewarded in the end, leaving behind what can only be called a hazardous occupation. This probably originates with a whole series of ballads having themes on variations of tales in the famous Italian DECAMERON.

Jamie—vocal, mandolin; Soig—guitar; Jean-Michel—flute; Christian—fiddle

6. Ton Bale Mur ha Dans   Traditional

The march comes from Mur de Bretagne, central Britanny, and is the tune of a song about traveling. The following dance is known in northern Brittany as a derobee (considered as a relatively modern imported dance) and in southern Brittany as a balade Sarzeau.

Jamie—bouzouki; Soig—guitar; Jean-Michel—flute; Christian—fiddle

7. Gwerz ar Marc'hadourig Bihan (Air of the Little Merchant) Autrefois Disait un Guerrier (The Warrior's Lament) / Ton Derobee   Traditional / traditional / Veillon

The first air comes from the repertoire of Klaod Lintanff, a singer from the Tregaor region in northern Brittany. It is the story of a sinister auberge where the clients have their throats slit during their sleep. The second was learned from an excellent singer (and cook) from eastern Brittany called Lois Pierre Guinard. The derobee, like Jean-Michel, comes from northern Brittany.

Jean-Michel—flute

8. Bonnie Jean Cameron   Traditional/McFadyen

A lovely song, once again with a tune by Alan McFadyen, Jean Cameron was a strong supporter of the Jacobites, and was, at least in the song, in love with Prince Charles of Scotland, the "Young Pretender." She is buried in East Kilbride, near Glasgow, where there is a street called Mount Cameron Drive, named after her family. The words come from the collection ANCIENT SCOTS BALLADS, by George Eyre Todd. "Aye blythe blink" means something like "one kind, cheerful glance."

Jamie—vocal, bouzouki; Soig—guitar; Christian—fiddle

9. Laride / An Dro   Traditional

Once again, two tunes from Pays Vannetais. The laride is played much slower than usual for the dance, to profit from the lovely simple melody. In the an dro which follows, Jean-Michel plays a special kind of bombarde, invented and made by a famous sonneur, Youenn Le Bihan. It is much longer than usual, in the key of D in order to integrate more easily in a group form, rather than the normal Bb, though there are several other keys. The laride comes from Patrick Molard, one of the best know musicians in Brittany. The an dro is common, though we have changed the first phrase.

Jamie—bouzouki; Soig—guitar; Jean-Michel—flute, bombarde; Christian—fiddle

10. War Hent Kerrigouarc'h / Sheriffmuir   Burns/Siberil/McMenemy

This is part of a battle song written by Robert Burns. Jamie is joking when he says that there were no wounded or dead, as it was a bloody battle—but it's an easy way of explaining that nobody won. The an dro War Hent Kerrigouarc' h (On the Road to Kerrigouarc' h) was written by Soig, over which Jamie wrote the tune for the song, to get something Scottish/Breton.

Jamie—vocal, bouzouki; Soig—guitar, vocal; Jean-Michel—low whistle, vocal; Christian—guitar, vocal
[тексты песен мы здесь не приводим]

	KORNOG
	Ar Seizh Avel (On Seven Winds)
	1985
	38:33
	label: Green Linnet (USA)

1. Gavotten Ar Menez

A set of gavottes from central west Brittany, where the gavotte is the local dance. We don't play this as a dance set, as there is no bal included, though we start slowly as is normally done for an invitation to the dance while the dancers get into place, and we take advantage of this to change accompaniment and lead between the four instruments. The first two tunes are traditional from Cloitre-Pleyben and Poullaouen respectively, the third was written jointly by Soig and Jacky Molard -- friend, colleague, and the most versatile fiddler and musician in Brittany. Like the other Breton dance tunes on this record, it is not easy to adapt them from the bombarde to riddle, flute, etc., and a lot of work is needed for the final result. 

2. Sir Aldingar

This is a mixture between the ballads Sir Aldingar and Sir Hugh Le Blond, with some lines and verses written by Jamie, in order to get a compressed version of a ballad with the best from both stories (they are both Child No. 59). The leper is common to both ballads, but the infant hero exists only in Sir Aldingar. where he cuts the bandit down to size! The child hero has equivalents in other countries; notably Brittany in The Breton Mystery of Sainte Tryphine. The tune used here is from the Scottish song Johnnie Songster.
3. Toniou Bale

These two airs come from pays Vannetais, a region in southeast Brittany, but from the part where the people speak not Breton, but Gallo -- the equivalent of old Scottish as opposed to Gaelic or English in Scotland. Breton marches are not particular to any region and can be found all over the country, and they have no military connection at all; you don't march "in step," you walk in "atmosphere" with the tune. The airs often come from songs and are still used functionally, mostly at weddings, where the tunes can be known as "air for when the church doors open" or "when going from the church to the cafe." We play these airs liberally, without "sticking to the rhythm," but the sonneurs play them even more freely than KORNOG. The first tune is called Ce Sont Ces Messierus de la Cour (The Members of the Royal Court), the title of the second we don't know, but Jean-Michel plays two bombardes, giving the impression of a traditional couple of sonneurs and something else...

4. Ronds de St. Vincent

Three ronds from the Gallo speaking part of the Vannetais region, this particular dance coming from St. Vincent sur Oust. It's a chain dance that has an energetic arm movement and gives the impression of a witch's sabbath dance. It is often sung, and in that region the "diskan," or reply singing, is performed by several singers, whereas in the mountain region there is usually only one. The first tune, traditional, is often sung and is called C'est a Dix Heures et Demie, though Jean-Michel wrote the second phrase. The second, another song tune, is Le Careme --The Fasting -- a tune onto which verses on current social events are regularly grafted, the last is by Jean-Michel. Thanks to Gilbert Hervieu and Oliver Glet.

5. Helen of Kirkconnel

During the reign of Mary Queen of Scots, a young girl, Helen Irving of Kirkconnel, Annandale, Scotland, chose between two lovers, and decided on the one she really loved, Adam Fleming. A few days later as they strolled together along the banks of the River Kirtle, Helen suddenly noticed the rival lover, Bell of Blackhouse, taking aim at Fleming with his gun. She threw herself onto her lover to rescue him, and was instantly killed by the bullet destined for Adam. In the song, Fleming crosses the river and slays the murderer, but in reality he pursued him throughout Europe, eventually catching and killing him near Madrid in Spain. He then returned to Scotland where he expired on Helens grave and was buried along side her, where the tombstone still reads, "Hic Jacet Adamus Fleming." The verses sung here are compiled from several sources.

6. Trip to Flagstaff

Soi'g and Jamie wrote this theme one day when they were blocked by snow in a small village in Brittany, Plevin. The snow made us think of the car drive in Arizona from Phoenix to Flagstaff during KORNOG's 1984 tour of the USA, a really unforgettable journey. This is for all our musician friends who, like us, pass most of the day or night on the road getting to gigs, or waiting in garages for reparations.

7. The Shuttle Rins

This comes from "Poems and Songs Chiefly for the Encouragement of the Working Classes" by Henry Syme, Pub. 1849, though here we only do five verses. The air was learned from a Scottish TV series, "Once Upon a Song" around 1975, that was run by Archie Fisher, Barbara Dickenson and lan MacKintosh. The string accompaniment is supposed to be reminiscent of a loom, and the extra vocals are the work of our best friend, Herschel Freeman.

8. Dans Plinn

The plinn is a dance from a small region in central north Brittany, around the town of Bourbriac. It is danced in a chain form, towards the left, with small concentrated steps that fall on notes 1, 3, 5, 6 and 7 of an 8-note bar, and in common with the gavotte has little or no movement from the arms or torso. A plinn dance setting always takes the form of three parts; ton simpi, bal plinn, and ton doubl. The bal is danced differently from the other parts with the first phrase slow, the second fast, and the ton doubl (or double time) -- always played after the bal, as a second phrase of 16 beats, the ton simple having only 8 though they are danced the same. Here we use tunes that have been written by young "sonneurs" (bombarde or binou players) specialized in the playing of the plinn. The first ton simpi is by Daniel Feon, the second by Patrick LeBalc'h, the bal and first ton doubl are traditional, and the last tune comes from Gilles Lehart. Every year there is a competition for the dancing and playing of the plinn which is a delight for eyes and ears.

9. Gavotten

A set of dance tunes from "mountain country," these airs are all "ton doubl." The first is from Bolazec, Scringnac, and often sung for the dance. The second, here taken from a version played on the chromatic accordion, is from Huelgoat; the third is well known and the fourth is No. 973 in a recently published collection of Breton traditional music by Polig Monjarret "Toniou Breiz-Izel" (Folk Music of Western Brittany, Editions B.A.S. Service Editions, 15 Rue Maupertuis, 35000 Rennes). The last tune is one that Christian found especially suitable for an adaptation on the fiddle, even several. Thanks to Jean Coadou and Marco Diraison.

10. Varbishka Ratchenitza

The ratchenitza is a Bulgarian dance in 7/16. We learned this tune from the playing of one of Bulgaria's greatest clarinettists, D. Paskov. Lots of Eastern Europe's traditional music has things in common with Breton music and this is our tribute to all the musicians from those countries, where, there at least, the traditional music is greatly encouraged.

[тексты песен мы здесь не приводим]

	FAUBOURG DE BOIGNARD
	La Ravine
	1995
	44:29
	label: Boucherie Productions (Paris)

Didier Gris [violon, mandoline, bouzouki]; Christophe Raillard [claviers, p, orgue B3, accordeon diatonique]; Raphael Thiery [cornemuse 16 pouces, v]; Gilles Sommet [b]; Thierry Clement [batterie].

	MALICORNE
	L’Extraordinaire Tour De France...
	1978
	41:20
	label: Boucherie Productions (Paris)

traditional, adapt. et arr. Malicorne (все диски)

Gabriel Yacoub [ac&el g, banjo, mandoloncelle, auto-harpe, chant]; Hughes de Courson [cormornes, fl, tympanon, glockenspiel, p, harmonium, orgue positif, synth, gaita, perc, chant]; Laurent Vercambre [violon, violoncelle, alto, viole d’ amour, nyckelharpa, mandoline, mandoloncelle, cl, melodeon, g, chant]; Oliver Zdrzalik [b, perc, chant]; Marie Yakoub [vielle a roue, dulcimer, chant].

1. La Conduite

2. La Danse des Damnes

3. Le Mari Jaloux – La Valse Druze

4. Si l’Amour Prenait Racine

5. Une Fille dans le Desespoir

6. Les Coulers

7. A Paris la Grande Ville

8. Compagnons qui Roulez en Provence

9. La Complainte du Coreur de Bois

10. L’Auberge Sanglate

11. Le Depart des Compagnons – La Conduite

	MALICORNE
	En Public
	1979
	49:58
	label: Boucherie Productions (Paris)

Gabriel Yacoub [g, mandoloncelle, double dulcimer, chant]; Hughes de Courson [cromornes, fl, perc, chant]; Laurent Vercambre [violon, nyckelharpa, chant]; Oliver Zdrzalik [b, chant]; Marie Yakoub [vielle a roue, epinette, dulcimer, chant]; + Andre Proulx [violons]; Brian Gulland [basson, fl].

	MALICORNE
	Balancoire En Feu
	1981
	41:56
	label: Boucherie Productions (Paris)

Gabriel Yacoub [perc, ac&el dulcimer, chant]; Hughes de Courson [p, Hammond, glockenspiel, synth, chant]; Oliver Zdrzalik [b, el p, clavinet, cloches tubulaires, synth, chant]; Marie Yakoub [el&ac dulcimer, perc, chant]; Patrick Le Mercier [violon, el g, cornemuse ecossaise, cromornes, lyra, chant]; Jean-Pierre Arnoux [perc, batterie, kigophone]; + Ivan Lantos [cornemuse bulgare, Kaval]; Jim Cuomo [s]; Bertrand Da Rin [p]; Michel Bourzeix [xylophone]; Richard Galliano [accordeon, bandoneon]; + wind instr.

1. Balancoire en Feu

2. Vive la Lune

3. Paysans sans Peur

4. Chantier d’Ete

5. Dans la Riviere

6. Soldat de la Republique

7. Petite Oasis

8. Beau Charpentier – Quand le Cypres...

9. Le Couteau Blond

10. Balancoire en Feu (reprise)

	MALICORNE
	Vox
	1995
	40:48
	label: Boucherie Productions (Paris)

a capella

	(MALICORNE)
	Gabriel  YACOUB:

“Trad. Arr.”
	1978
	43:32
	Gabriel  YACOUB ex-MALICORNE (см.)

Green Linnet, 1985.   Rec. 1978, Paris.

G.Y. [g, mandocello, v]; Marie Yacoub [v]; Bernard Blanc [bagpipe, hurdy gurdy]; Barry Dransfield [vln]; Jean Blanchard [bagpipe, diatonic accordion]; Hughes De Courson [harmonium].

	Trio Patrick BOUFFARD
	Rabaterie
	1997
	44:12
	label: Boucherie Productions (Paris)

traditional, arr. P. Bouffard

Patrick Bouffard [vielle]; Benoit Mager [cornemuse (20 pouces)]; Cyril Roche [accordeon diatonique]; avec: Anne-Lise Foy [vielle a roue, chant]; Frederic Paris [cl]; et: Dominique Carre [g]; Francois Arbon [b, trb, bass sax]; Jean-Philippe Motte [batterie]; Florent Manneveau [a s]; Bruno Sauvage [harmonica]; Gilles Dumoulin [xylophone]; Christophe Rivet [contrebasse]; Patrice Coudert, Hubert Degrange, Pierre Coignet [trompe de chasse]. 

	Trio Patrick BOUFFARD
	Revenant de Paris
	1997
	44:39
	label: Boucherie Productions (Paris)

Patrick Bouffard [vielle]; Benoit Mager [cornemuse (20 pouces)]; Cyril Roche [accordeon diatonique]; with: Frederic Paris [clarinette]; Francois Breugnot [violon tenor]; Anne-Lise Foy [vielle et chant]; Christophe Tellard [cornemuses (16 et 20 pouces)].

“Видение Парижа”... Оно появилось из глубокой провинции, и не в смысле географических местностей, которые могут быть, кроме всего прочего, постоянной мыслью изгнанника, но напрямик – это земля древности и поэзии, почва ремесленников, безыскусственная музыка, хлынувшая как наводнение в сегодняшнее время.

“Видение Парижа”... Виелла, волынка и diato [диатонический аккордеон] – Трио Патрика Буффара выскочило на перекрёсток сорок-восьмых, где жизнерадостно толпились федераты, молоденькие мастерицы, ты и я... Ноты перевязанные ленточками, лёгкие локоны, нижние юбки, взвихривающиеся к тебе... Отправимся в весёлый круговорот, потом усядемся на вечернюю скамью – под сень деревьев, или в праздничный зал, для того чтобы слушать меланхолию ночи, столкновение звёзд, битву сердец!

Патрик Буффар всё умножает свои музыкальные эксперименты вот уже более двадцати лет, и этот CD -–самый свежий результат этих поисков. Он продолжает стилистическую работу с vielle de Jenzat, уже хорошо зарекомендовавшей себя в большом числе музыкальных произведений, и встреченную всюду с неизменным восторгом как со стороны музыкальных коллективов, так и публики.

Это трио, разумеется, стало для него наилучшим выражением для его чувств: соучастие, мир звука, проводник всех его желаний.

Бенуа Мажер открыл музыку в среде фольклорной группы из Сэн-Жермен де Фоссе, где он дебютировал на виелле, вдохновившись Гастоном Ривьером. Несколькими годами позже, в поисках новых ощущений, он пробует себя на двадцатидюймовой волынке, и обнаруживает при этом весь свой талант. Он достигает мастерства, подкреплённого его экспериментами с различными музыкальными формациями, такими как [...], в которых он работает с Сирилом. Параллельно они работали вместе в музее Монтлюсона, где они завершили своё ознакомление с сущностью народных инструментов и с народной музыкой. Их встреча с Патриком начала приносить свои плоды в конце девяностых.

Сирил Рош, после того, как он поработал в составе фольклорной группы из Шательдона, создал свою первую музыкальную формацию с другими музыкантами из этой группы – «Традесканция». Немного позже, исполнители на diato (диатоническом аккордеоне) были оценены высоко, и тогда он начал замещать (без всякой подготовки) таких великих, как Фредерик Пари и ли Серж Десоне в “Tout en Allant”. Уже замеченный в этом музыкальном микрокосмосе, он стал неизменно приглашаться на большое число презентаций, вечеров, концертов, балов и т. д. Его стиль легко узнаваем и у него есть своя школа.

	TARENTULE
	Tarentule
	1977
	33:45
	label: Ethnea (a division of Musea, France), re-edition 1998.

Jean-Patrick Helard [violon, guitare, psalterion, perc]; Jose Ponzone [chant, mandoloncelle, cornet a piston, courteau, flute a bec, vielle a roue, violoncelle, perc]; Bernard Lasbleiz [chant, concertina, perc]; Alain Rolland [chant, mandole, violon, psalterion, dulcimer, violoncelle, guitare portugaise, perc].

Tous titres traditionnels, arrangements TARENTULE.

Т. сформировался в 1974 г., когда 'folk revival' пришёл из США, мимоходом пройдя британские острова, и уже в гораздо большей степени заразил Европу. А здесь его адепты стремились освободиться от англо-саксонских моделей. И в этом устремлении каждый повиновался закону, обязательному для всех видов художественного творчества: реутилизация (повторное использование) всех уже установившихся влияний как в индивидуальном порядке, так и через общую тенденцию реставрации прежней культуры данного общества. Кое-кто считает, что он в силах бороться против этого правила, другие -- что это просто очередная забава, ещё другие -- и это как раз случай Т. -- используют это без излишества, пробуя свои силы, стремясь к персональному и прочному результату.

Для такого подхода Т. располагает достаточным музыкальным опытом, хотя и довольно эклектичным, если вы обратите внимание на состав участников:

Bernard Lasbleiz -- англо-шотландско-ирландский фолк, бретонские традиции.

Alain Rolland -- американский фолк, англо-саксонские варианты, блюз, классические этюды на скрипке.

Jean-Patrick Helard -- рок-н-ролл, англо-саксонский фолк, сближение с различными традициями в репертуарах скрипки.

Jose Ponzone -- варьете, хоральное пение, Ново-Орлеанский джаз, классические этюды для корнет-а-пистона, конкретная музыка.

Для того, чтобы завершить этот веер, нам ещё следует упомянуть, что музыканты Т. любят всё, и работают с увлечением и компетентностью, исполняя самые разные направления старинной музыки, а также более поздней музыки Центральной Европы и Балкан.

Самый примечательный факт, касающийся карьеры Т., это то, что они никогда не принимали участия в "распрях старых и новых". Более того, никому никогда и не приходило в голову впутывать их в эти дела. Объяснить это можно следующим образом: "в своё время" Т. не "объединялся в блоки" ни с одной из групп folk francais conventionnel, но и ни с одной из групп folk "evolutif". В сущности:

1) Т. упрямо остаётся акустическим, но при этом

2) имеет место усиление роли инструментов не собственно народных: корнет-а-пистон, виолончель, португальская гитара, и даже вплоть до скрипки альта; при этом всё больше и больше редуцируется роль фолк-инструментов, таких как dulcimer, tin-whistle, flute a bec. Единственный инструмент с двойным язычком, который они используют -- courteau, в том числе в регистре тенора.

3) Концепция арранжировки подталкивает их всё больше и больше в направлении развития темы, к поискам колоритных  контрастов, к разрабатыванию "новых пространств" ("plages") и уменьшению доли "сюит" ("suites"), сочинённых чисто механически.

Всё это не должно служить основанием для острой полемики между -- с одной стороны -- приверженцами виеллы-корнемузы-диатонического аккордеона, и -- с другой стороны -- этой же самой формации + електро бас и электрогитара, когда музыкальные формы становятся весьма "rocky".

Контрасты (типа bal folk после концертов), которыми эта группа щеголяет перед своими современниками, смягчаются тем, что ко всему прочему, Т. очень конвенционален, и даже при всех его особенностях использования инструментов, в сущности всё остальное остаётся в пределах общей нормы.

Первый диск Т. был выпущен очень маленьким тиражом в 1977г. и может быть поэтому не получил высокой оценки. Они пожертвовали для подготовки этого своего первого LP турами. После этого релиза Т. продолжили свою работу над проектами, которые были уже ранее хорошо (хотя и вчерне) обработаны. Материал следующего диска уже основательно подготовлен, но и тенденции обособления музыкантов Т. выражаются в более решительной манере. И когда в конце 1978г Bernard Lasbleiz заложил основания для для создания группы парижских бретонцев TI JAZ, чтобы выразить то что ему не удавалось в рамках Т., три других члена также отреагировали -- и они имеют своё очарование: репертуар богатый и кипучий, из Балкан и Центральной Европы -- они создали группу TARAF, которая сфокусировалась очень быстро для первого своего опыта, а позже переходит на репертуар основанный на румынском фолке. Это не простая задача, но она обеспечивает их обильным материалом для проявления как таланта инструменталиста, так и творческого потенциала в целом.

Несколькими годами позже, а затем в течение трёх лет, Jose Ponzone никогда не покидающий Т., участвует и в TI JAZ в качестве трубача, а впоследствии -- саксофониста.

	AD  VIELLE  QUE  POURRA
	New French Folk Music
	1989
	52:13
	label: Green Linnet Records (USA)

Daniel Thonon [hurdy-gurdy, diatonic accordion, g, perc, v]; Alain Leroux [violin, mandola, bouzouki, v]; Clement Demers [diatonic accordion, v, perc]; Luc Thonon [Flemish pipes, recorder, t s, v]; Gilles Plante [bombarde (double-reed ancestor of the oboe), recorder, chalumeau, v].

  You have to be French, or at least have a Ph.D. in it, to catch all the ‘double entendres’, word play, puzzles and veiled insults in the titles of ‘Ad Vielle Que Pourra’s’ traditionally inspired compositions. But you don’t have to be French to revel in the melodic, mischievous, sexy sound of their music, and in this feast of Parisian waltzes, Breton sea songs, spicy ‘bourrees’, ‘gavottes’, ‘an dros’, and ‘schottisches’. For starters, the group’s name (‘Ad Vielle’ for short) is a play on the French expression ‘advienne que pourra’ which means ‘come what may’ – a good French attitude toward life. The ‘vielle’ is the ‘vielle a roue’, the French instrument commonly known as the hurdy-gurdy. The name hurdy-gurdy popularly refers to any hand-cranked droning instrument. But the instrument that gives ‘Ad Vielle’ its sizzling sound is not the bulging barrel organ with gaily painted pipes, or the organ grinder’s ‘hand organ’ covered with monkeys. It’s the original 12th century ‘wheel fiddle’. It looks like a voluptuous lute stuck together with clothespins, and sounds like a wild rasping trio of violin, droning bagpipes, and rhythmic buzz saw... that makes your feet lose their senses. This lusty, wild consort of the bagpipes, which has been variously adored in the courts of French kings and scorned as the ‘Beggar’s Lyre’ is ever-popular in France, where it’s played at country dances and folk festivals. ‘Ad Vielle’s’ music evokes the spirit of a French country dance festival, and that is how the five musicians met one another. [...]

	Alan  STIVELL
	Telenn Geltiek
	1969
	35:22
	Folk melodies for Harpe Celtique

Alan STIVELL [harpe Celtique]

	Alan  STIVELL
	Renessance de la Harpe Celtique 2CD
	71-73
	52:09

57:30
	label: Fontana Rec.

[издание трех номерных дисков 1971-73гг]

traditional and folk songs

Alain Stivell [v, Celtic harp (the first Breton harp conceived and made by his father, basis of the revival. On the 5 continents thousands of musicians and instrument makers have now adopted the Celtic Harp.)] and other musicians.

  Alan Stivell has created and is still promoting New Celtic Music.

	Alan  STIVELL
	E Langonned
	1974
	
	LP

traditional and folk songs; with traditional instruments

	Alan  STIVELL
	Trema’n Inis (Vers l'Ile)
	1976
	40:43
	label: Keltia III / Dreyfus / Sony

traditional and folk songs; with traditional instruments

	Alan  STIVELL
	Un Dewezh ‘Barzh ‘Ger
	1978
	34:32
	label: Keltia III / Dreyfus / Sony

traditional and folk songs; with traditional instruments

	Alan  STIVELL
	Bed An Dud Vecu (Terre Des Vivants)
	1981
	40:30
	label: Keltia III / Dreyfus / Sony

traditional and folk songs; with traditional instruments

	Alan  STIVELL
	Mojenn (Legende)
	1983
	42:36
	label: Keltia III / Dreyfus / Sony

traditional and folk songs and legends, + music by A. Stivell; with traditional instruments.

I. Так было 1000 лет: Tour An Arvor (Башня d’Armor)

II. Eireog Shineidin (Jenny’s chicken reel — шотландский хороводный танец)

III. Imram Brain (Путешествие Bran’а. Мифологическая Ирландская поэма, насчитывающая 1000 лет, христианизированная позже под названием “Путешествие (или плавание) святого Брандана”

IV. Teacht na dTuatha de (Прибытие людей- “богов”).    Первые ирландские монахи переписали и сохранили часть литературы, которая передавалась изустно во времена античности. Она была гораздо менее известна, чем другая, параллельная по времени литература, такая, как Гомер. Но, конечно, она сильнее волнует наши души. “Книга завоеваний” описывает мифологическую историю происхождения Ирландии. Четыре вторжения предшествовали появлению здесь Гаельских Кельтов. Это последнее и было Прибытием людей- “богов”. Были ли эти существа плодом воображения, или они были памятью прошлого, или — отдалённого будущего, были ли они сверъестественными духами, пришельцами “свыше”, или это — внеземная цивилизация? Возвратятся ли они из другого “Пространства-времени”, чтобы ответить на все эти вопросы? Моя музыка стремится выразить эти вопросы в двусмысленности, которая присутствует в самих текстах, и, как и сами эти тексты, она на них по существу ничего не отвечает. Я не пытаюсь доказать, как это сделал Coarer-Kalondan, что люди- “боги” прилетели с Кассиопеи. Я удовлетворяюсь выбором картин, которые посещают меня в моих грёзах, даю волю воображению и созерцаю со стороны эти бесчисленные баталии, которые составляют большую часть этой литературы.

1). Tuatha de Danann (Люди- “божества” из Danu). Писали, что они прибыли из тёмных туч (облаков), которые прятали солнце в течение трёх дней. Они могли вызывать магические дожди, победили Балора, Фолуарского титана, испускавшего сжигающий луч. Различные сущности- “боги” подчинялись “Богине-матери” (Dana, Anu, Anna...), обладали удивительным даром хирургов, протезистов, врачей, кузнецов, арфистов, воителей, друидесс; говорят, что они пришли с неба.

2). Dagda & Morrigan. Люди- “боги” провели шесть лет в подготовке своего оружия для второй битвы Magh Tuireadh. Добрый бог Дагда, король-друид имел “bandail” рандеву с женщиной во время Samain (La Toussaint); он нашёл эту женщину при купании в реке Connacht; у неё было девять кос на голове. В последствии они заключили союз. Она сказала, что её зовут Морриган. Морриган — жрица-друидесса и воительница. Из любви к нему она поклялась убить короля Фомуаров, Индеша, и принести Дагде “почки” убитого короля.

3). Eriu. В поэме “Gile na Gile”, Aogan O Rathaille встретил на своём пути великолепие всех великолепий. Её глаза были светлые как хрусталь, а длинные волосы при её движении сметали росу с травы. Эриу — одно из олицетворений (персонификаций) Ирландии. Поэт приближается, но она убегает в “сидх” — магическое место: bruidhean Luachair; он её преследует в густом тумане по болотам и степям и оказывается внезапно перед странным дворцом, созданным друидической магией.

4). Dans le tertre: “Sa charn”. Дворец из хрусталя “an lios gloine”. Крыша его из белой бронзы. Окна из целых (без рам) стёкол, кровати из серебра. Он пил вино, она обнажила свою грудь, и они занимались любовью. Ему казалось, что он провёл там одну ночь, однако на самом деле миновал целый год.

5). Aisling Aengusa. (Песнь Ангуса). Ангус, сын Дагды однажды вечером увидел в сновидении восхитительную деву. Она снилась ему несколько ночей подряд. Он так разволновался, что стал чахнуть от любви. В течение года никто не мог найти ему никакого средства, пока не прибыл друид врач Финген. Он разгадал причину болезни и тотчас отправился искать деву, которая зачаровала Ангуса, — Caer Ibormeith. Её отец отказался её отдать. Ангус отправился сам на её поиски. Это было в праздник Samain (1 ноября, начало Кельтского нового года). Он нашёл её превращённой в лебедя. Сто пятьдесят лебедей было в этом озере. И между каждой парой лебедей позвякивали звенья золотых цепей. Ангус добился согласия Каэр чтобы она стала его подругой; она согласилась. Тогда он превратился в лебедя и они улетели, а за ними и все остальные лебеди.

6). Comflaithius (Cоглашение). Некоторые Гаэльцы хотели пройти весь мир “на острие меча”, но ветер опрокинул их судно. Разделение Ирландии между Tuatha и потомками Mil или Гаэльцами совершилось мирно. Гаэльцы обитали на земле, а люди- “боги” — под землёй. Эти последние рассеялись тогда в различные сидхи Ирландии, как это излагается в сказании “Питание дома из двух кубков”. Этот союз назывался “comflaithius” (“раздельное правление”). Хотя этот сидх был расположен в местах известных, но говорят, что совокупность сидхов составляет часть Tir Tairngire, земли обетованной. В современных терминах — сидхи являются шлюзами в другие пространства-времена.

7). “Dar noi tonna” ou Taobh thall de naoi dtonn. (По ту сторону девяти волн)

	Alan  STIVELL
	Telenn A' Skuilh-Dour (Harpes Du Nouvel Age)
	1985
	35:28
	label: Keltia III / Dreyfus / Sony

A.Stivell: Celtic harp —  solo; plays traditional and folk tunes

	Alan  STIVELL
	Celtic Simphony ‘Tir na nOg’
	1987
	71:15
	label: Rounder Records (Cambridge, USA)

Tir na nOg = land of youth, paradise of ancient Gaels.

  “Tir na nOg opens the second spiral of my quest. If this symphony is on a grander scale than everything I have done up till now, even if it has taken twenty-one years to prepare it, don’t expect perfection! There are probably several lives left for me to spend on earth.

  I wanted to express three tensions, superimposed, which are but within us: the individual tension of going beyond oneself, the communal tension towards the Ideal Society, the universal tension towards the Absolute, the Infinite, God. Then I tried to evoke this perfect harmony, as in a dream, we must shamelessly glimpse this (poor relative beings that we are) to find the clear water which gives the force to advance.

  My choice of words in the title is little influenced by Cartesianism; it is not chosen to indicate any binding and static definition, but rather tendencies, orientations, the dynamic evocation of influences. So the ‘Celtic’ term connotes a central influence and frees me form any strict obedience to the rules of the classical symphony born within the courts of Central Europe, very far from our islands and blue-green peninsulas. The predominant Celtic influence connotes the place where I live and the people immediately surrounding me. In this symphony, I also wanted to include minority cultures whose closeness to the Celts goes back to antiquity, from the intervals in sound, our scales and our ways of thinking, our relationship with nature and the cosmos, from our hatred on the State. Their cohabitation on this record emits perfumes of lost paradise. As regards the Celtic influences, they are more particularly from Vannetais, Upper-Cornwall, bagad music, medieval harp and Welsh penillion music, from classical bagpipe music, from Donegal, from the Hebrides islands.” — A. S.

	Alan  STIVELL
	The Mist Of Avalon
	1991
	59:38
	label: Keltia III / Dreyfus / Mercury

songs by Stivell / traditional;  themes: Camaalot, King Arthur, Guinievre, Graal, Taliesin, Gaelic Tribes, and oth.

A.Stivell [v, Scottish bagpipe, nylon and goat strung Celtic harp (the first Breton harp conceived and made by his father, basis of the revival), electric metal strung Celtic harp (conceived by Alan Stivell & Leo Goas), tin whistle, bombard, k]; Troy Donockley [pib-uillenn Irish pipes, low whistle]; and others: [g]; [b]; [violin]; [v]; [d].

 Цикл песен, посвящённых легендам о короле Артуре.

  “Эпос золотого века восстановлен. Здесь вновь воссоединились две души, и Бретонский народ утверждает своё единство с Кельтией — эта великая мечта Артура реализовалась в городе Мира.” — Francis Lalanne.

	Alan  STIVELL
	Again
	1993
	61:05
	label: Keltia III / Dreyfus / Mercury

remakes

all songs Traditional with arrangements by Alan Stivell

Stivell [v, el & ac Celtic harps, Scottish pipes, bombard, Irish flute, dulcimer, perc., k]; Kate Bush (см. в секции ‘Alternative’) [v, k, production]; Shane McGowan (см.) [v]; Davey Spillane [pib-uillinn Irish pipes]; Philippe Chasseloup [harmonica]; and others.

  After his 16th album “The Mist of Avalon”, Stivell decided to re-record his most popular titles of the early 70’s.

	Alan  STIVELL
	Brian Boru
	1995
	45:35
	traditional songs

label: Sony Music, France

A. Stivell with: Maire Breatnach [fiddle, v]; Ronan Browne [Pib-uillean, fl]; Jim Higgins [bodhran, bongos]; Mel Mercier [bodhran, bones]; Gerry O’Beirne [ukelele]; Niall O’Callanain [bouzouki]; Frank Torpey [bodhran]; and oth.

	Hector  ZAZOU
	Les Nouvelles Polyphonies Corses
	1991
	69:01
	Zazou [k] with: John Hassel [tp], John Cale [p], Ryuichi Sakamoto [p], Manu Dibango [s]; Richard Horowitz [ney], Pierre Chaze [g], Cristianu Andreani [cilamedda, fl, tambour], Ghjiseppu Figarelli [cetera], Steve Shehan [bowed bells, waterphone gato, afuche, moonstraw, hadgini, talking drums, balafon]; Sheikh Hamid [violon], Due Dung, Due Dau, Due Quang [xenh sua], Christian Lechevretel [accordion, tp], Shaymal Maltra [tabla, djembe, ghatam], Guillem Querzola [b], a.o. + chant.

Корсиканская полифония не похожа на другую французскую музыку. Зато очень похожа на средиземноморские островные варианты типа CRETE (Крит) (см.), CORSICA / SARDINIA (см.).

ZAZOU – см. тж. в разделе ‘Alternative’ и его диск “Lights In The Dark” (A journey to the source of sacred Irish song).

	PARIS MUSETTE
	
	2000
	57:28
	label: Soldore (France)

1 ~ "Indifférence" (T. Murena / J. Colombo)   2'31 

Tony Murena et son ensemble musette  1942
2 ~ "La java bleue" (V. Scotto / G. Koger / N. Renard)   2'15 

Fréhel avec Alexander et son musette   1939
3 ~ "Fïfine, la reine du bal musette" (V. Scotto / G. Koger / Varna) 2'45

Jean Gabîn avec Pierrot et son ensemble   1934     
4 ~ "Boucan* (M. Razavet)   3'10 

Jean Vaissade à l'accordéon    1942
5 ~ "Mon apéro" (J. Juel / Malleron)     3'40   

Edith Piaf avec les Frères Médinger et leur ensemble musette 1936
6 ~ "Bogota" (Fredanys) 2'47 

Jo Privât et son orchestre musette     1936
7 ~ "C'est un mauvais garçon" (Boyer / Van Parys)   2'50 

Henri Garat avec Emile Prud'homme à l'accordéon   1936

8 ~ "Rien ne vaut l'accordéon" (Alexander / Vandair / Charlys) 2'25

Fréhel avec Alexander et son musette    1936
9 ~ "Douce joie" (Gus Viseur)  3'00 

Gus Viseur et son "Swing musette"   1942
10 ~ "Bébert" (H. Martinet / R. Vincy)   3'05
Andrex avec Pierre Chagnon et son orchestre   1942
11 ~ "Rafale" (Médard Ferrero)   3'00
Médard Ferrero et son ensemble    1937
12 ~ "A la Varenne" (Jekyll / Marc Hélyà)   2'50
Galiardin avec Emile Carrara à l'accordéon   1932
13 ~ "La java de Cézigue" (Eblinger / Groffe) 3'04 

Edith Piaf et les frères Médinger   1936
14 ~ "Passion" (T. Murena / J. Colombo)   2'28 

Tony Murena et son ensemble musette   1942
15 ~ "Comme de bien entendu" (Boyer / Van Parys)   3'00 

Albert Préjean   1939
16 ~ "Tel qu'il est" (Alexander / Vandair / Charlys)   2'45 

Fréhel avec Alexander et son musette    1936
17 ~ "Caprice Musette" (J. Colombo)   2'36
Tony Murena et son ensemble musette   1936
18 ~ "A la Villette" (J. Charles / J. Lenoir)   2'51 

Arletty   1931
19 ~ "Dédé de Montmartre" (Dumas / Montho)   3'00 

Emile Prud'homme et son musette   1938
20 ~ "Rêve d'accordéoniste" (Dufas / Puig)   2'46 

Deprince et son ensemble musette   1938


ESPANA / BASQUE
См. тж.  в файле "Medieval/Gothic" проекты старо-испанской музыки: Sarband; Vox; Camerata Mediterranea.

Фламенко см. в файле "Latina".

	OSKORRI
	Ura (H2O)
	2000
	53:44
	BASQUE COUNTRY
label: Elkarlanean    e-mail:  www.elkarlanean.com  http://musika@elkarlanean.com 

 (Баскский progressive см. в секции ‘Rock’: KORTATU; Fermin MUGURUZA)

OSKORRI: www.oskorri.com 

Recorded at the Saint Telmo’s Abbey in San Sebastian.

Natxo de Felipe – boza, okarina, autoharpa

Anton Latxa – gitarra ak., boza

Bixente Martinez – gitarra el., mandolina, cavaquinhoa, bouzoukia

Txarli de Pablo – baxu el., kontrabaxua

Jose Urrejola – saxo sopranoa eta tenorea, flauta, banbuzko flauta

Josu Salbide – alboka, xirula, flagoeleta, gaita nafarra, flauta

Xabier Zeberio -- biolina

with:

Glen Velez (см. тж. в секции ‘Jazz’) – bodhran, zurezko kaxa, euri-makila, pandero txikia, pandero ertaina,  caxixis, txintxarriak, shaker, triangelu, ttun-ttun, boza, efektuak,

Michel Bordeleau – zapatak, kaxa

Pedro Estevan -- dafa

Oreka TX -- txalaparta

Frederic Gaillardet -- teklatuak

Juanan Diez– tronboia

Mixel Etxekopar – xirula, ttun-ttuna

Ivo Papasov -- klarinetea

Jacky Berecochea – tronpeta, fliskornoa

Javier Tejedor – danbor eskoziarra

Kepa Junkera – txalaparta, trikitixa, panderoa

Faltriqueira – koruak

 (На баскском языке)

For centuries our farmers used Latin without knowing much Letzion de epistolea.

1. UDABARRIKO LORA EDERRA   3’57" 

Old dance song. Words collected by R. M. Azkue (1864-1951) in Gueldos (Zamudio-Biscay).

“Beautiful spring flower, where did you spend the winter? Hiding underground for fear of hailstones.

White oxen carry the gorse down from the high mountains; your dowry, both white and colourful, is neatly folded, my love.

They buy beautiful spring flowers when its nearly wintertime; no one was born into this world to always live happily.

There is nothing that can rob me of the love I feel for you, nor will there ever be.”

2. BUHAMEAK   3'27"

A very popular song in Iparralde (French Basque Country), which shows how, just as in other societies, in the Basque Country the Gypsies have also been marginalized.

“Gypsies are very skilful in sleights of hand and in filching chickens.

They're good at filching chickens and hiding them in the bushes.

In hiding them in the bushes, cooking them in a pot and making good broth.

In making good broth and having their children drink it from a bowl.

A Gypsy will pay four coins for a loaf of bread and charge a friend five for half.”
3. INGRAT BATEN MAITATZEAK   3'46"

A mournful love song, with lyrics compiled by J. P. Duvoisin (1810-1891) and music by R. M. Azkue, taken from an old notebook from Lower Navarre.

“Unrequited love! What do you want of me? Why do you constantly torture me? Go away, far away, stop causing me pain. I just want you to leave me alone! Now I know the pain of loving an ungrateful woman. I only want to see my beloved and be with her. I am dying of love! Don't let me die for you so mercilessly! I have loved you faithfully and I don't deserve to be scorned or mistreated. So long my love, my fountain of grief! I'm going to tell you something. Soon you will see this hopeless heart that loved you die and this corpse go to the grave.”

4. ARGI OILARRAK   3'12" 

Popular flax scutcher song sung when the rooster would crow at the break of dawn. Lyrics collected by Azkue from Franziska Iribarren af Baraibar (Larraun-Navarre)

“The roosters have already crowed at dawn, they know it is daybreak.

A road leads to the Michelena house and another one to the Juandortzena house.

Between the two ot them there is a special grace.

This grace has silver at the bottom and the grass of people in love at one end. A very red scarf with yellow silk trim. Juan Bautista wears it with pride. It is a gift from his Joakina.

Brand new shoes with golden buckles. Joakina is wearing them a gift from Juan Bautista

When Joakina fell into the well, she wasn't very thirsty.

How fast Juan Bautista ran! My darling Joakina where are you?”

5. AMODIO OHANTZEA   4'06" 

An old legend from Anglet (Lapurdi) that tells the story of a couple in love who meet in a cave at the beach of Amodio ohantzea -- where they are trapped at high tide and drown.

“I wasn't good enough for your father, too poor to marry you. The thorn in our side was not being allowed to see each other. With the caress of a song, I shall explain so that even the deaf may understand the meaning of love, to the sway of wheat, to the rhythm of two. When we would meet at the beach a gentle mist guided our steps, fleeing from the lights, lured by the cave's darkness. The cold sea, the steep cliffs. I cannot erase you from my mind! Loving each other in that cave, lighting fire with fire.

Doubly locked in -- enclosed in the cave and enclosed in the wet cage of your lips. In the bed of love floating in the perilous saltwater. The water covers everything, we are lost; a three-way kiss in the midst of the storm. In the boards from shipwrecks, in the glimmer of the lighthouses in Biarritz and Bidart, in the gaze of the rocks, in the quiet rolling waves -- we live on in all of them, looking into each other's faces, touching each other's fingertips. And the cave slowly breathes over our echo.”

6. ALBAITERUA   3'30"

7. ADIOS, ENE ESPOSA   4'32"

Migeltxo Ualde, a sailor from Urruna (Lapurdi), was recruited in 1864 to serve in the military. Recently married, he expresses his pain to his wife throuth the verses below.

“Good-bye my beloved wife, recently chosen among all the young women; I am being sent away to the other side of the ocean. Oh, how will I live without you?

I can't imagine a flower on this earth, nor a star in the sky that resembles you; nothing good can happen away from you, nor bad when I'm by your side.

But there is no hope for me, the law has spoken most severely. Weather ill or in good health, I must go far away from you with a crushed soul.

Our sails swollen with air, the wind blows us toward the open sea. Oh, if they would only bring me back to you! I ask for nothing more.”

8. AI, ENE MAIALENTXO!   4'26"

Jon Sarasua and Maialen Lujanbio, two bertsolaris (folk poets), made up this story in Murueta (Biscay).

“Oh, my Maialentxo, sweet maiden! Wouldn't you like to entangle yourself with me? We've been going out together for a long time and I'm feeling more than just warm. I'd also like to turn this cold into warmth. Shall we fan our flames? We often melt together in sweet words. What would they sound like beneath the sheets? Earlier I called you sweet maiden, and now you want to be rid of your maidenhood? Let's head for the sheets, my prince, and rid you of your 'princelyhood'. Yes, I'll rid myself of my 'princelyhood', my turtle dove, if you open up your rosebud. My rosebud shall not close but don't expect blue blood.

They say that flowers don't have blue blood, so white is just fine with me. Before, we aimed poorly and now we can't seem to get it right. If we've got something to do, we'd best keep quiet.

9. TXIKERTXU POLIT HORI   3'35"

Song collected recently by Jabier Calzacorta from Bitoria Arretxe of Zeanuri (Biscay)

“My beautiful girl, you were put on this earth to drive many men mad.

Okerra, the man from Manaria, was eaten by the dogs; he was very bad and it's just as well. 

Every time I pass by your door, tears swell up in my eyes.

The white lily blooms so beautifully in May! Don’t stay there all by yourself. Come at dusk!

It's springtime and so very warm! I'm a young man with a restless lively spirit.”

10. ITURRI ZAHARRETIK   4’47"

We drink from the old fountain. Always running water, I hear a living word, a word that is always new from a language that is always old. We drink from the old fountain.

11. AIZKORA ETXEAN   3’74"

Song compiled by R.N. Azkue in Aranaz (Nafarroa) directly from the mouth of Estefania Almandoz

“The axe at home and the handle in the woods, your husband

isn't kept on a very short rope.

What a beautiful roof you have on your house! A husband must

be found in the same town.

What good are boys nowadays? Whenever they have a bit of

money they are in the tavern!

Boys nowadays, with that toad-like gait, would marry if they

could find someone.”

12. IHINTZA   3'06"

13. KAKA ZURETZAKO   3’16"

Until not long ago, a countless number of bertso paperak (flyers telling the most peculiar things) were sold at country fairs; these scatological verses are from a 19th century bertso papera, according to expert Antonio Zavala, who also edited them. 

“Shit for you, shit for me! What a beautiful thing for everyone!

I’d like to sing some new songs if anyone likes them; the entire theme will be sit and how each of us should do it.

Both rich and poor have to shit, we must shit in order to feel free; a French doctor gave the order that anyone who doesn't will die. It's just that those rich folks can’t defecate, and when they do, its little and scant; however, if they ate beans and corn they'd make some good loaves.

Next to the farmhouse I saw one that was seven-and-a half-hands long; now that was one fine specimen, long and plump, a satisfying piece of work.”

	Jose Angel  HEVIA
	Tierra De Nadie (No Man's Land)
	1999
	49:22
	Celtic Spanish instrumental music

label: EMI-Odeon (Madrid)

Jose Angel Hevia [multitimbre electronic bagpipe, Austrian bagpipe, low whistle, arrangements]; Miguel Alonso, Cristobal Garcia [Scottish bagpipe]; Villaviciosa Pipe Band [bagpipes and perc]; Daniel Lombas [bodhran]; Elias Garcia [bouzouki]; Javier Monforte [Spanish guitar]; Fernando Gonzalez [ac g]; Peter Bulla [violin]; Juan Carlos Mendoza [el b]; Maria Jose Hevia [tambourine, castanets]; Rodney D'Assis [atmospheric perc]; Angel Crespo [d]; Tao Gutierres [square tambourine, congas]; Colectivu Muyeres [ethnic voices].

Tierra De Nadie = «No Man's Land»

I was four years old when I saw and heard a piper for the first time. I can still remember that man with his arms around an instrument that seemed to have a life of its own, magical... so magical that it went on sounding after he stopped blowing, transmitting much more than musical notes: the essence of my people.

Thus I discovered the instrument that accompanied the tunes my grandfather always listened to on the radio at siesta time and later hummed to himself while he mowed the grass or milked the cows. A few years later I decided to play the bagpipe. I clearly recall the moment I told my parents. We never  suspected what it would all lead to. In 1977 the old pipe master sat on a feed box in the farmyard and, on a stick, simulated the finger movements which the apprentice, sitting opposite him, tried to imitate on the chanter. It took us a year to find Armando Fernandez, my pipe master, in Gijon, who transmitted to me the treasures of the oral tradition, which at that time consisted of teaching the Asturian bagpipe. I also remember my mother's tears the day before my first public performance. She cried because she didn't want to see her son travelling from fair to fair, always at the cider stall and making the loudest noise among all the revellers. 

The few of us who were starting out got called "the feeding bottle gang". Self-taught, we found our own way with blind man's sticks, taking the good with the bad, asking the impossible of the luthiers. In twenty years I changed bagpipe twenty times. After a time I ended up designing each one of the instruments I play. Afterwards came the schools, the pipe bands and the hundreds of students. Some of us became professional pipers, something which never happened before the Civil War. When I first set about the electronic bagpipe I never suspected it would become an essential tool for this record. Because that's the way I like to define it, as a tool.

This work is born of a local musical tradition and aspires to be understood as one of the many which add richness to the cultural diversity of Mankind, to No-Man's Land.

Jose Angel Hevia Velasco
[...]

В том, что Земля — наш общий дом, сомневаться уже не приходит​ся. Музыканты также задумывают​ся о едином для всех сегодняшнем дне, создавая универсальный язык world music. Свой весомый вклад в дело «мировой музыки» вносит Хосе Энджел Эвия — авст​рийский исполнитель на волынке, виртуоз и изобретатель. Волынка поразила воображение Хосе еще в 4 года, но мама противилась заня​тиям, поскольку данный инстру​мент ассоциировался у неё с ни​щей жизнью сельского музыканта, играющего в кабаках, на свадьбах и похоронах. Однако её мнение пе​ременилось, когда сынок стал по​беждать на престижных междуна​родных конкурсах, получил сте​пень в Испании, начал записывать пластинки и обзавелся собствен​ными учениками. Позже Эвия раз​работал серию MIDI-волынок, поз​воляющих подключать инструмент к наушникам, трансформировать его тембр (а-1а скрипка, флейта, ак​кордеон и т.д.), а самому маэстро — давать уроки по Интернету. В музы​ке Эвии совмещаются самые раз​ные национальные традиции и школы (альпийская, кельтская, ин​дийская, арабская, славянская и др.). Хоровод зажигательных мело​дий накладывается на современ​ную ритм-основу, создавая не про​сто приподнятое, праздничное на​строение, но и ощущение вхожде​ния в некое панкультурное сообщество.

--- Салон AV

	LA  MUSGANA
	Lubican
	1993
	51:54
	label: Green Linnet Records (Xenofile), USA

  La Musgana is central Spain’s most important folk music ensemble, playing exciting arrangements of indigenous Spanish music on traditional and modern instruments. They take their music from all over the breadth of Castilla – «from Portugal almost to the Mediterranean», but mainly from the western part of the region: Castilla - Leon, Salamanca and Zamora, and Extremadura and La Mancha to the south. La Musgana began by adapting the repertoire of a single instrument and arranging it for group playing. The instrument (or, more exactly, the pair of instruments) was the three – holed flute and tabor, or gaita charra y tamboril, whose popularity dates back to Medieval times. The tamboril, or tabor, is a double-headed drum with a leather cord stretched across each head like a snare. The sound produced combines the deep and sonorous drum with the buzzing of the cord; it is called in Spanish ‘rugido’, meaning ‘roar’. The original members of La Musgana did meticulous field research to learn a repertoire of melodies on flute and tabor, bagpipe, and hurdy-gurdy. [...]

  La Musgana is an infectiously, irrepressibly happy group. Their music, while it is intended seriously as art, is also meant to be fun. Because there is still a strong connection between music, dance and ritual in rural Castilla, many of their selections have a ritual function: religious songs, wedding marches and festive dances make up the bulk of their material. Their music can thus move with the solemnity of the processional, but more frequently enjoys the frenetic energy of Carnaval. Even the name La Musgana is an example of their humor; it means ‘the water rat’. As for the title Lubican, it refers to the endangered Iberian lynx, a serious concern of the group. But it also has its humorous side: the group points out that the word lubican derives from the Latin for ‘wolf-dog’, while the animal it refers to is a cat. What makes La Musgana special is this combination of serious devotion and quirky humor, deep thought and deeper joy. You will find the same feeling in every minute of this recording.

	LA  MUSGANA
	Las Seis Tentaciones
	1995
	48:25
	label: Green Linnet Records (Xenofile), USA

La Musgana: Enrique Almendros [gaita charra y tamboril (3-holed flute & tabor), gaita de fole (bagpipes), pandero cuadrado (square drum)]; Carlos Beceiro [bajo (bass), viola Braguesa (guitar), cistro (cittern)]; Jaime Munoz [clarinete (clarinets), flauta (flute), acordeon (accordion), kaval (Bulgarian flute)]; Luis Delgado [D’rbuka (Arabian goblet-shaped drum), pandera (tambourine); bendhir (large Moroccan tambourine), cantaras (drum made from a pitcher), laud (Arabic lute), teclas [k]; Guest: Kepa Junkera [Trikitixa (diatonic Basque accordion)].

	RADIO TARIFA
	Temporal
	1996
	43:55
	Rec. in Madrid, 1996

Fain S. Duenas [derbukas, tar, riq, banjo, jembe, chiquitsi, buzuqui, pandero, dolak, guitarra espanola, guitarra baja, tabila, bajo electro, plato, maraca, teclado]; Vincent Molino [nay, cromornos, oboe del Poitou]; Ramiro Amusategui [ud]; Wafir Sh. Gibril [acordeon, vln]; Alberto Jambrina [zanfona]; Sebastian Rubio [bongo, cajon]; Jaime Muela [s&t s]; Benjamin Escoriza [voz, jaleos]; Joaquin Ruiz [baile flamenco]; Rafael Jimenez ‘Falo’ [voz, palmas].

Radio Tarifa plays Spanish Music with tastes of the different cultures that have influenced Spain, from medieval and Arab music to flamenco, to rock and jazz. The use traditional instruments  alongside modern instruments like the sax and the el-bass. The result is a stunningly different, original contemporary sound.

	RADIO TARIFA
	Cruzando El Rio
	2001
	36:16
	Benjamin Escoriza [v]; Vincent Molino [winds, k]; Fain S. Duenas [g, strings, b, perc]; guests: Mercho Trujilllo [v, gaita]; Joaquin Ruiz [tap perc]; a.o. [chorus].

	DUSMINGUET – см. в: 'Rock'
	
	
	
	


