	B SHOPS FOR THE POOR
	B SHOPS FOR THE POOR & Peter BROTZMANN:

"Visions & Blueprints"
	1992
	55:26
	free jazz

label: No Wave

rec. 1991

Jon Dobie [g, a s, computing]; David Petts [t s, computing]; Louise Petts [a s, v]; Steve Blake [t/s s]; John Edwards (см. тж. c: GOD в 'Alternative') [ac/el b]; Peter Brotzmann (см) [s, taragato].

B-Shops for the Poor, their name derived from a line by Bertold Brecht, is a rather oddball quintet. Essentially a rock band consisting of four saxophonists (doubling guitar and percussion-generating electronic devices) and a bassist, they extend the British art rock tradition pioneered by Henry Cow and other groups with an even more tangential relationship to rock. For this recording, they enlisted the services of German saxophone titan Peter Brotzmann. At least since his tenure with Last Exit, it had become apparent to a number of musicians that there was an extremely satisfying and rewarding nexus between the impassioned free playing of Brotzmann and the wilder reaches of rock. So here we have the sort of off-kilter rhythmic structures which might be familiar enough to fans of King Crimson serving as a launching pad for Brotzmann's unfettered explorations. While there's a certain pleasure to be derived from such an approach, free jazz listeners are likely to wish for more sympathetic interactions between the players; although John Edwards has played with the likes of Evan Parker, his contributions here are more strictly those of a rock bassist. On the other hand, those looking for viable and imaginative extensions of the rock song format might find much to enjoy. In particular, those songs featuring the vocals of Louise Petts have an interesting and attractive Kurt Weill-ian quality which mixes in nicely with the more free-form elements.

1. Later Than You Think 3:16 

2. 03A 3:39 

3. Slanting Hours 2:26 

4. Weimar Years 3:19 

5. Fear of Drift 1:03 

6. Think Belt 2:46 

7. Sigh 3:41 

8. Safety Square 2:18 

9. Little Judge 3:41 

10. Pilot Fish 3:35 

11. Order Is 1:15 

12. No Statues 8:39 

13. Flags in Wounds 2:26 

14. Meat First 3:02 

15. Out Station 2:08 

16. Rotten Elements 2:08 

17. Dictaphone Scream 5:35

	B SHOPS FOR THE POOR
	Plague The Inventor
	1993
	61:19
	Jon Dobie [g, a s, computing]; David Petts [t s, computing]; Louise Petts [a s, v]; Steve Blake [t/s s]; John Edwards [ac/el b]

	BADAWI
	Clones & False Prophets
	2003
	41:01
	free-fusion+noise

label: Reachout International Records (N.Y.C., USA) info@roir-usa.com www.roir-usa.com
composed, produced and mixed by Raz Mesinai (for more information go to www.razmesinai.com ;

engineered by Jamie Saft (см. в 'Alternative')
musicians: Raz Mesinai [fl, perc, p]; Marc Ribot (см) [g]; Doug Wieselman [cl]; Ben Perowski (см. тж. с: ELYSIAN FIELDS в 'Alternative') [d, perc]; Shahzad Ismaily [b]; Carolyn "Honeychild" Coleman [v (#7,10, lyrics (#10)].

	BAHIA  BLACK        
	Ritual Beating System
	1992
	42:08
	afro-jazz

label: Axiom Records.

produced by Bill Laswell. 

 performed by OLODUM — drums group, with: Carlinhos Brown [g, perc, v]; Wayne Shorter [s s]; Herbie Hancock (см) [p]; Bernie Worrell (см) [Hammond B-3]; Henry Threadgill (см) [flute]; Larry Wright [buckets]; David Chapman [buckets]; Tony ‘Funky Drummer’ Walls [d, metal].

1. RETRATO CALADO (2:02) (C. Brown) 

2. CAPITAO DO ASFALTO (5:05) (C. Brown)

3. THE SEVEN POWERS (7:04) (H. Hancock/W. Shorter/Olodum) 

4. UMA VIAGEM DEL BALDES DE LARRY WRIGHT (3:30) (C. Brown/L. Wright) 

5. OLODUM (3:26) (Olodum) 

6. GUIA PRO CONGAL (5:20) (C. Brown) 

7. GWAGWA O DE (8:08) (H. Hancock/W. Shorter/Olodum) 

8. FOLLOW ME (4:22) (T. Walls) 

9. NINA IN THE WOMB OF THE FOREST (2:26) (C. Brown)

	Derek  BAILEY
	Music and Dance
	1980
	53:47
	Derek  BAILEY – см. тж. с: Peter  BR(TZMANN; David  SYLVIAN (в 'Rock'); тж. на EMIT SERIES: Visions; Jon  ROSE (в 'Alternative'); Eugene CHADBOURNE (в 'Alternative'); Steve  LACY;

Derek Bailey:

Born -- Jan 29, 1932 in Sheffield, England

Genres -- Jazz 

Styles -- Avant-Garde, Free Jazz, Experimental Rock

Similar Artists: Sonny Sharrock  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Eugene Chadbourne  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Fred Frith

Roots and Influences: Django Reinhardt

Followers: George Lewis  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Dave Holland  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Evan Parker  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET The Art Bears  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Fred Frith

Performed Songs By: Henry Kaiser  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Gregg Bendian  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Zorn

Worked With: John Zorn  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Paul Haines  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Stevens  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Evan Parker  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Tony Oxley  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Kenny Wheeler  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Dave Holland  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Arcana  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Gregg Bendian  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Mary Margaret O'Hara  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Tim Wright  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Trevor Watts  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Jack Vorvis  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Mike Veal  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Henry Threadgill  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET John Tchicai  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Jay Stringer  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET David Stone  INCLUDEPICTURE "A:\\IM\\AMG\\STR.GIF" \* MERGEFORMATINET Michael Snow
label: John Fahey’s  REVENANT (USA), release 1996

Derek Bailey with Min Tanaka

1. Rain Dance    27’35’’

2. Saturday dance    26’12’’

British guitarist Derek Bailey has plied his wholly original brand of free improvisation for over three decades. These live recordings of Bailey's 1980 'accompaniment' to Japanese dancer Min Tanaka, previously available only on a privately-released cassette, amply document Bailey's command of a highly individualized atonal language. Rain Dance is the work of a remarkable ensemble: Bailey's ringing tones, Tanaka's percussive movements, rumbling thunder, a downpour, and the patter of rain dripping from a leaky roof. Saturday Dance chimes and burns; a concentrated assault equaling the incendiary Incus Taps.

“Speaking publicly about their work, in interviews and so on, musicians regularly mention their influences, great figures—players, composers—from the past. And when I read these things I feel a certain envy; it must be a comfort, not to mention the added credibility, to latch onto one of these elevated figures.  Unfortunately, I can't do that.  I have been influenced by all kinds of people, but none of them seem to be famous 'historical' musicians. Most of my influences are people I've worked with—some well-known, some not—a long list which includes a number of non-musicians. Perhaps there are influences I am unaware of. But one person who has definitely influenced my approach to playing is the dancer Min Tanaka.

I don't work with Min continuously. I might go a couple of years without playing with him and I usually find, when I come back to playing with him, that he's changed quite a bit. Although he has a fairly constant vocabulary, his use of it and his approach to using it shift all the time. Now, he makes no sound at all, of course, or very little. But I like the way he works. I'm impressed by his courage, too. He really will have a go at anything.

The first time I met Min Tanaka was in Sapporo, Hokkaido, Japan, when he came to a concert I gave in May 1978. And it was later that same year, when he invited me to play with him at the Kitchen, then on West Broadway, New York, that we first played together. Subsequently, we've played many times in many places.

'Places' is a pretty feeble name for the sites that Min chooses for most of his performances. Glaciers, ditches, traffic islands, ploughed fields, up mountains, under bridges:—if it's there, Min will dance on it or in it. So, the site of our performance on Thursday, the 4th of July, 1980—an old disused forge in Paris—was not, in itself, particularly special, but when we played, the environment, as so often with Min, performed a significant role; La Forge had a glass roof, there was a brief burst of torrential rain, the roof leaked = rain dance.
Two days later, saturday dance, was a calmer affair altogether: the weather behaved itself  and the environment fell back on a nasty cough and passing traffic plus a couple of inexplicables. But I can't think of any occasion with Min that I could describe as 'usual;' none of his performances are, for me, typical.

Duo playing has no need of explanations, it seems to me. From the kind of bone-headed compatibility which seems to make many jazz critics happy to the most tenuous, sophisticated irrelationship, duos, by their nature, are all self-explanatory.  So, while nothing needs explaining, I thought it might be worthwhile emphasizing that the music on this record was made by a duo; at least.”

—Derek Bailey
Предупреждаем: бутлеговое качество концертной записи.

“What we have here is fifty minutes of genuinely exciting improv (now there's a thing!) -- some wailing, some scrabbling, some twittering, some bleating -- that still sounds vital. Even after 20 years and through the lo-ish fidelity recording (cassette presumably) there's a strong feeling that the players are really putting something into it -- and (obviously...) getting something out of it. (Euro improv often provokes the impression that the players might as well be sitting in deck chairs on Bournemouth beach, knotted hankies on their heads, in perfect synchronous harmony with the other senile denizens.) Finally, almost unbelievably, its a CD of improvised music you wish would go on longer -- how many can you think of? (Don't count the ones you're on, gentlemen.) And what higher praise...?”

------- STEFAN JAWORZYN, “Resonance” (UK)

	Derek  BAILEY
	Yankees
	1983
	44:30
	label: Celluloid Records 1983 / Charly 1998

Derek Bailey [ac&el g]; John Zorn (см. в ‘Alternative’) [a&s saxes, cl, game calls]; George Lewis (см.) [trb].

All selections composed by Derek Bailey, George Lewis and John Zorn are improvisations, heard as played.

1. City City City  8.26

2. The Legend Of Enos Slaughter  9.23

3. Who's On First  3.12

4. On Golden Pond  17.46

5. The Warning Track  5.25

1983's Yankees, originally released through the French entrepreneur-iconoclast Jean Karakos' Celluloid label is without question a bit of a lost gem, one of those recordings which has somehow slipped between the floorboards in the telling of sundry histories of jazz and improvised music. This may, ironically, have had something to do with the label which saw its release. Celluloid was one of the most important record labels in all areas of contemporary music during the early 80s, in itself a crucial period, one in which, in New York in particular, many previously discreet traditions, from improv to punk, from modern classical to a certain proto-world music, were in a state of constant collision and subsequent reshaping. Nonetheless, Celluloid now is perhaps best remembered for its contributions to some kind of expanded meta-rock music, a rock music which could and did draw on myriad inspirational sources, but rock music, nonetheless, music with power, and music with groove, a music perhaps best characterised by the various creations and involvements of Karakos' US partner in the label, Bill Laswell. Bottom Line: Celluloid has not been especially noted as a jazz label.

Yet Yankees is notable in so many respects that its oversight is unforgivable, not least because its three creators -- the guitarist Derek Bailey, trombonist George Lewis and the alto saxophonist John Zorn -- are three of improvised music's chief figures. Admittedly kick-ass players on one level, each has also simply thought about the process of improvisation at length -- in Bailey's case for over three decades -- expounding their own about exactly what musical improvisation is and developing new mechanisms by (and new contexts in) which to explore it.

The 67 year-old Britain Derek Bailey should, in the fourth decade of his career, genuinely need no introduction, yet he remains a musician far more widely known about than actually heard. Coming from a relatively straight jazz background in the early 60s, Bailey was one of a handful of British and European players who made a startlingly rapid transition from jazz to free jazz to pure improv, and while colleagues who took similar a route have since edged back towards the jazz mainstream, Bailey has remained committed to a non-idiomatic improvisation shorn of all strict rhythmic, melodic, harmonic and timbral patters. It's a commitment which has seen him do so much more than play the guitar. Along with a fellow traveller, saxophonist Evan Parker, he started (and to this day still runs) Incus Records, home to some of the most extraordinary records in the history of improv, and, along with Germany's FMP, one of the few to remain committed to the music with any serious longevity. His 1980 book, Improvisation, recently published in an updated edition, is a crucial piece of writing for any serious listener or musician approaching the subject, taking an overview of improvisation's practice in traditions all over the world (from the figured bass in Bach's organ compositions to jamming in rock music) and developing from this a thesis on where the music might go, if only economics did not prevail in the music industry. And, of course, Bailey set up Company Week, an annual festival held in London which sought to bring together musicians from radically disparate musical and national backgrounds to perform unrehearsed music in constantly shifting configurations. Although recently brought to a close, the Company festivals represented the very best in pure improv: a globalising, open-ended freethinking which has unquestionably borne a huge influence on mall improvised music since, if only by way of inspiration.

And yet, beyond all this, he is simply a stunning guitar player, an absolute inspiration to a generation of younger experimental improvising guitarists, among them Henry Kaiser, Elliott Sharp, Bill Frisell and even an avant-metal wunderkind like Buckethead. That guitarists often get Bailey's playing more than other players or listeners is understandable, for his command of the instrument's physical attributes, in particular his command of harmonics, is awesome. That the wider musical community is finally acknowledging Bailey's status as a virtuoso and as a thinker is very welcome, if long overdue.

Twenty years Bailey's junior, trombonist George Lewis has perhaps yet to acquire the guitarist's pretty much legendary status, yet he is certainly one of the music's prime thinkers. Like Bailey, Lewis emerged from a more or less straight jazz background and moved, during the course of the 70's, towards a far more radical approach (and can be heard, in purely improvised settings, on Bailey's Incus label). But where the guitarist's concern for musical context has been in terms of particular line-ups of players, and the resulting clashes in technique and tradition, Lewis' sense of context has resulted in far more interest in compositional process. Pieces like his monumental Homage To Charlie Parker have seen him develop ways of combining structures tor small and large groups of musicians which allow a huge scope for individual and group improvising. It's a search shared by, among other, Butch Morris, Ornette Coleman, Anthony Davis and, of course, John Zorn, but Lewis' music remains highly individual, not least for his considerably use of live electronics, whose use, often triggered by a midi-adapted trombone, he has been exploring for over a decade, with remarkable results.

At the time he recorded Yankees, the New York saxophonist-composer John Zorn, whose many major achievements yet lay ahead of him (and who knows? possibly still do) had spent the best part of the last decade obsessed with finding ways to marry the diametrically opposite poles of his two chief musical loves: pure improvised music (Bailey and Incus, it's worth noting, had been one of Zorn's heroes as a record-obsessed adolescent) and highly conceptual compositional process. The results he'd come up with by the early 80's were his now-legendary 'game' pieces, which took the arcane rules and schemata of certain sports and games -- among them lacrosse, hockey, pool, archery -- and used them to provide cues for group improvisation (some of the results, in all their obscure, searching yet wide-eyed glory are to be heard on the recently reissued 7 CD Parachute Years box-set). These are, of course, techniques which owe a huge debt to John Cage, and indeed, in the years since this session, Zorn's massive body of work as a composer and player (and, for that matter, as the instigator behind two crucial record labels, the New York-based Tzadik and the Tokyo-based Avant) have seen him emerge as arguably the most important American composer since Cage (and certainly one who recalls Schoenberg's description of Cage as 'not a composer but an inventor -- an inventor of genius').

Yet on Yankees, these concerns aside, we hear him as an improviser at his purest, playing at the furthest extremes of the alto's capabilities, often playing simply the reed (mirroring Lewis' use of the trombone mouthpiece on its own), summoning up structure and narrative spontaneously, adapting to Lewis and Bailey's playing constantly. 

So is Yankees three egg-heads testing their own ivory-tower theories in a shared lab for a couple of days, then? Well, listen to it: does it sound like it? No, categorically not. There is here a great deal of deep, deep musical thought occurring, but that's not what comes across to either a casual or a committed listen. Yankees is rather the sound of three players at hugely different stages in respective careers, simply revelling in the possibilities in each other's playing. All music is, of course, famously impossible to convey with any real accuracy in text, but pure improv like that heard here, without the convenient contextual narrative pegs on which to hang observations, is defiantly beyond description, elusive to the last. But in here there's passion, fury, intellectual rigour and, quite evidently, a great, great deal of humour (something all too often overlooked in writing about this music).

In the 15 years since this session's recording, each of these musicians has gone on to explore the music more and more thoroughly, in their own highly individual and influential ways (and, occasionally in one or other's company, it you'll forgive the pun), but Yankees remains special in all their canons.

Simon Hopkins, Kensal Green, London, November 1997

	Derek  BAILEY
	Derek BAILEY & Anthony BRAXTON:

“Moment Precieux”
	1993
	48:58
	label: Victo (Canada)

Anthony BRAXTON (см.) [a&s saxes]; Derek BAILEY [el g]. Perf. live, 1986.

Compositions:

The Victoria And Albertville Suite, part I and II (23’31’’ + 24’35’’)

OF INTELLECT AND ACCIDENT

Looking at them, and knowing anything at all about their respective backgrounds, it's doubtful that two musicians could be more dissimilar. But that's precisely the point. The music they make together, an unlikely harmony of intuition and abstraction, revels in exquisite serendipity. Intimate and open, it acknowledges the primacy of the (immediate) moment—spontaneity, attention, urgency—without denying its (eventual) opposition—sustained emotion, elasticity, tranquility. Like life, it can border on the cruel, find zones of comfort, confront illusion, seek the truth.
Here, the guitar becomes a percussive agent, agile and inquisitive; detached gestures and terse phrasing emphasize texture, projection. Tactile events—shards of splintered chords and ringing notes, resonating chunks—negotiate a new eloquence of melody. Blown reeds outline melismatic contours, suggest prismatic colors, but when provoked shift from conscientious narrative into "purer" expression, sheer timbre. Liquid motion defines lyrical states of being, all various and alert.

Together, they realize a duo of dynamics in human proportions. Nothing is constructed or certain, nothing is deliberate or denied. Form, an area of agreement however tacit, is once again the extension of content. In consort, point equals counterpoint. The key is that they need not adjust. There is no room for reconciliation; each event creates its own identity, its own space. Activity invents understanding, meaning: clear, dry polyphony is a transparent argument—vibrant, messy, serene—in an environment of tolerance and trust. Everything is melody. Everything is in order.
ART LANGE, October 1993

	Derek  BAILEY
	Drop Me Off At 96th
	1994
	52:47
	label: Skatter (Glasgow, Scotland)

D.B. – solo g

London, 1986; guitar: 1936 Epiphone Triumph

1. Drop Me Off At 96th
2. Listening To JR

3. Bunn Fight

Berne, 1987; gutar: Martin D18 

4. Mart Of Time, part 1

5. Interlude

6. Mart Of Time, part 2

7. Mart Of Time, part 3

At first glance, Derek Bailey possesses almost none of the qualities one expects from a jazz musician -- his music does not swing in any appreciable way, it lacks a discernible sense of blues feeling -- yet there's a strong connection between his amelodic, arhythmic, atonal, uncategorizable free-improvisatory style, and much free jazz of the post-Coltrane era. His music draws upon a vast array of resources, including indeterminacy, rock & roll, and various world musics. Indeed, this catholic acceptance of any and all musical influences is arguably what sets Bailey's art outside the strict bounds of "jazz." The essential element of his work, however, is the type of spontaneous musical interrelation that evolved from the '60s jazz avant-garde. Sound, not ideology, is Bailey's medium. He differs in approach to almost any other guitarist who preceded him. Bailey uses the guitar as a sound-making, rather than a "music"-making, device. Meaning, he rarely plays melodies or harmonies in a conventional sense, but instead pulls out of his instrument every conceivable type of sound using every imaginable technique. His timbral range is quite broad. On electric guitar, Bailey is capable of the most gratingly harsh, distortion-laden heavy-metalisms; unamplified, he's as likely to mimic a set of windchimes. Bailey's guitar is much like John Cage's prepared piano; both innovations enhanced the respective instrument's percussive possibilities. As a group player, Bailey is an exquisitely sensitive respondent to what goes on around him. He has the sort of quick reflexes and complementary character that can meld random musical events into a unified whole. 

Bailey came from a musical family; his grandfather and uncle were musicians. As a youngster living in Sheffield in the '40s, Bailey studied music with C.H.C. Biltcliffe and guitar with George Wing and John Duarte. Bailey began playing conventional jazz and commercial music professionally in the '50s. In the early '60s, Bailey played in a trio called Joseph Holbrooke, with drummer Tony Oxley and bassist (and later renowned classical composer) Gavin Bryars. In the course of its existence, from 1963-66, the group evolved from playing relatively traditional jazz with tempo and chord changes, to playing totally free. In 1966 Bailey moved to London; there, he formed a number of important musical associations with, among others, drummer John Stevens, saxophonist Evan Parker, trumpeter Kenny Wheeler, and bassist Dave Holland. This specific collection of players recorded as the Spontaneous Music Ensemble, which served as a crucible for the sort of egalitarian, collective improvisation that Bailey was to pursue from then on. In 1968, Bailey joined Oxley -- another musician interested in new possibilities of sound generation -- in whose sextet he remained until 1973. In 1970, Bailey formed the trio Iskra with bassist Barry Guy and trombonist Paul Rutherford. Also that year, Bailey started (with Parker and Oxley) the Incus record label, for which he would continue to record into the '90s. In 1976, Bailey founded Company, a long-lived free improv ensemble with ever-shifting personnel, which has included, at various times, Anthony Braxton, Han Bennink, Steve Lacy, and George Lewis, among others. 

The 1980s saw Bailey collaborating with many of the aforementioned, along with newer figures on the scene such as John Zorn and Joelle Leandre. Solo playing has always been a particular specialty, as have (especially in recent years, it seems) ad hoc duos with a variety of associates. Bailey later recorded an uncompromising three-disc set with a group that included the usually more pop-oriented guitarist Pat Metheny. Viper followed in 1998. Bailey's extreme radicalism makes for a difficult music, yet there's no doubting his influence; his methods and aesthetic have significantly impacted the downtown New York free scene, though many (if not most) of his disciples are little known to the general public. In 1980, Bailey wrote Improvisation: Its Nature and Practice, an informative and undervalued volume on various traditions of improvised music.

 -- Chris Kelsey, All-Music Guide

	Derek  BAILEY
	Derek  BAILEY  &  Henry  KAISER: “Wireforks”  (guitar duets)
	1995
	73:46
	label: Shanachie.

Henry Kaiser – см. Kaiser (в ‘Alternative’).

   This is a pure analog recording done exclusively with custom-built triode vacuum tube electronics. It was recorded in the chapel of St. John the Divine, Santa Barbara, California. The microphone setting was the classic Blumlein arrangement. No noise redaction, equalization, compression, or limiting of any sort was used in making this recording. Microphones: Custom built vacuum tube design by Tim Paravicini of EAR using MILAB capsules. Recorder: Custom built 2-track vacuum tube Studer. [...]

   Streaks of rose, gold, silver and green spray across an obsidian sky, breaking up into showers of sparks that rain down​ward and decay into indigo night. As one fiery blossom fades, another two, three or four flare into sizzling centrifugal swarms with glittering tracers intersecting in cross-hatched arcs. During the hangtime of one pattern, others burst forth, rushing loud crackling messages directly into the tingling nervous systems of the onlook​ers. In a parallel aural universe, Wireforks, a collaboration between two of the world’s premiere improvising guitarists, boasts its own dazzling aerial displays, shatter​ing the silence and shedding new light on what Omette Coleman once called “the art of the improvisers.” While it continues to serve as the foun​dation for many of the globe’s great artis​tic traditions, improvisation is a process that has come to be misunderstood or, worse yet, taken lightly in the musical world of the late 20th century. For all too many “first world” musicians and their audiences, improvisation is a charade of practiced riffs deftly rearranged “on the spot,” a brilliant solo masquerading as jazz, rock, or new age spontaneity. The boggling pyrotechnics of Derek Bailey and Henry Kaiser, however, are launched from the unpredictable heart of the raw moment, and shower the landscape with the refined but evanescent essence of pure music, communication and self-expres​sion. From the reflective, acoustic opening moments of “Quick Match,” which almost sounds as if the two musicians have discovered a way of sharing a single guitar, all the way through to the extro-verted electric eccentricities and explo​sions of “Safe and Sane,” you can imagine Derek Bailey and Henry Kaiser sitting shoulder-to-shoulder, armed with noth​ing but their six-stringed instruments, their imaginations, and their remarkably empathetic joint intuition. Except for a couple of ECM recordings that found their way across the Atlantic in the 1970s, and some now impossible-to-find duets with Anthony Braxton on Inner City, and despite an “old world” discography of more than 100 releases, the work of Derek Bailey has been virtu​ally unrepresented in the United States. Most of his recent recordings now appear on his own Incus label out of London, where he hosts his annual “Company Week”. Nonetheless, Bailey is commonly regarded as one of the foremost, authentic free improvising musicians on the planet, devising revolutionary techniques and semantics for the guitar akin to what Cecil Taylor has done for the piano. Indeed Bailey literally wrote the book on the subject—“Improvisation” (Da Capo) and he scripted and narrated the seminal British TV documentary series. On the Edge. His collaborators have included Cecil Taylor, Anthony Braxton, John Zom, Lee Konitz, Gavin Bryars and Brian Eno, among many others. Bailey’s ability to coax and cajole an unprecedented array of sounds from the guitar in combinations wholly of his own devise, was one of the main reasons Oakland, California native Henry Kaiser took up the instrument in 1972. Since then, of course. Kaiser has become widely appreciated in a variety of musical circles, appearing on over 100 albums, in a wide variety of musical idioms (collaborating with such diverse artists as Richard Thompson, Bill Frisell, Terry Riley, Diamanda Galas, John Oswald and Jerry Garcia), including myriad international collaborations  (notably  his  recent Grammy-nominated   recordings   in Madagascar with David Lindley) and many intriguing documentations of his own improvisatory genius. By inviting Bailey to join him in the acoustically exquisite church in Santa Barbara, California, where master engineer Kavi Alexander has also recorded such musical dignitaries as Ali Akbar Khan, Taj Mahal, Hamza Al Din, and Ry Cooder, Kaiser has made possible the first American record​ing that features a full, audiophillic expo​sition of Bailey’s pure, non-idiomatic improvisations. Although Bailey has remarked that playing with other guitarists usually ranks at the bottom of his list of priorities (he has never before recorded a duet pro​ject with another guitarist). Bailey has come to regard this recording experience as “a revelation.” “I wouldn’t know how

to describe in any detail what goes on when two people play together,” he says. “You can’t be in control of all these things, I don’t think it works like that. I think a lot of what goes on is subconscious. But to employ those subconscious strategies, if you like, it seems to me you have to be totally aware, on a conscious level, of everything that’s going on.” If the idea of totally free improvisation is to dispense with customary proce​dures, patterns, and habits, the music is nonetheless informed by each musician’s individual history of experiences, influ​ences, and technical innovations. With Bailey and Kaiser, those histories diverge and intersect at telling moments. For instance, in the case of Bailey — who played mainstream jazz and pop in his distant past — strains of everything from the 20th century musical theory and com​positions of Schoenberg and Webern to the ancient Chinese zither known as the chin (the only instrument known to have meticulously notated timbre) might be running through the vaults of his subcon​scious. While for Kaiser — who has recorded cover versions of rock songs by the Grateful Dead, Jimi Hendrix, and Captain Beefheart — the modem classical vocabulary of Ligeti, Stockhausen, Nancarrow, lves, and Xenakis also inter​mingles with the dynamics and timbres of Asian music, but especially from Korean and Vietnamese traditions. These personal but overlapping inter​ests act like invisible lubricants and irri​tants as Bailey and Kaiser extemporane​ously compose the 13 thorny tongs of Wireforks. Before long, their particular stylistic trademarks become discernible in the array of angular arpeggios, whispery finger and plectrum slides, and brittle breakneck runs (although it’s not evident whose pick drops to the floor three-quar​ters of the way through the elegant “Chrysanthemums”). What is astounding is the way Bailey’s unbelievably mercur​ial scratching and perfectly crystalline harmonics, for example, fit like missing puzzle pieces with Kaiser’s “folkier” con​cocted chords and sometimes spacious single-note picking (reflecting roots in country blues and the “American primi​tive” guitar of Robbie Basho and John Fahey, perhaps). Vocabulary elements aside, the musical structures that these two have instantly created are embodied with all of the structural density, integrity, beauty and depth of the most sophisticat​ed traditions of western art music: jazz and classical alike. Even when the crisp acoustic notes fly by at lightning speed, or course mysteri​ously in molten form through amplifiers on the electric tracks, even as time stretch​es and bends beyond all common sense, the music takes charming, logical shape from the newly discovered harmonies and peculiar but perceptibly interlocking rhythms that emerge from Bailey and Kaiser’s conversations. Everything mesh​es on a plane that is at once intuitive and concrete. As a listener, you eventually have no trouble figuring out who’s doing what, but that does nothing to diminish the delight of being unable to anticipate what’s coming next, or of hearing the world anew through an aural prism that only these two musicians, in this particu​lar time and place, can create.

 Derk Richardson

	Derek BAILEY
	Derek BAILEY and the RUINS: “Saisoro”
	1995
	55:58
	label: Tzadik

Derek Bailey [g]; Yoshida Tatsuya (см. в ‘Alternative’) [d, v]; Masuda Ryuichi [b].

см. тж. RUINS (в ‘Alternative’)

A spectacular meeting of British guitarist Derek Bailey, one of the most creative improvisers, and the amazing Tokyo rock band Ruins.

In his seminal book titled Improvisation: Its Nature and Practice in Music, Derek Bailey notes the similarities in sound between avant-garde composition and free improvisation—as he puts it, their “shared inability to hold the attention of large groups of casual listeners” (1980: 98). Despite his insightful dis​cussion of the free improvisation movement, Bailey too is at a loss for an easy characterization of its music. He notes (1980: 99), “The lack of precision over its identification is, if anything, increased when we come to the music. It has no stylistic or idiomatic commitment. It has no pre​scribed idiomatic sound. The characteristics of free improvisation are estab​lished only by the sonic-musical identity of the person or persons playing it.” “Whether a finished piece can on examination be considered a good piece of music in any terms is not the prime aim of free improvisation. It is, of course, a consideration, but more important as an objective is the promotion of the impro​visation, the raising of the improvisation to a level where all the players are involved equally and inextricably in the music-making act. And the achieve​ment of this experience is always seen as a liberation.” 

	Derek  BAILEY
	Drek BAILEY, John ZORN, William PARKER:

"Harras"
	1995 
	50:18
	label: Avant

Derek Bailey [g]; John Zorn (см) [sax]; William Parker (см. в ‘Alternative’) [b].

1. Morning Harras.

2. Noon Harras.

3. Evening Harras.

wrinkled like a god

the true red of the real world

I’m still curious

dark bird, yellow eyes

flesh has imagination

bedridden and cruel

	Derek  BAILEY
	Lace
	1996
	57:17
	label: Emanem (England)

solo guitar improvisations

1. Let’s Hope We’re All In The Right Place – 29’50’’

2. We Could Be Here For A Few Hours  -- 17’56’’

3. Which Bit Would You Like Again?  --- 4’38’’

Derek Bailey has played in Los Angeles -- that unlikeliest of cities -- four times so far first in 1980 playing duos with Evan Parker at the Century City Playhouse (where I finally met him after a four year correspondence), followed by solo concerts in 1983 (when "performance artist" Harry Kipper opened for him with a fascinating performance, wearing a wagon wheel on his head ringed with burning candles, like Swedish girls wear at Christmas time, reeling and tilting in the dark and making cuckoo-clock noises), then in 1988 and the next year at LACE -- L.A. Contemporary Exhibitions -- located incongruously in the remote, abandoned-warehouse fringes of downtown L.A. Despite the city's well-earned reputation as one ignorant of / indifferent / immune to improvised music. Derek's concerts were all well attended -- stuffed to the rafters, in fact.

Days earlier, I'd interviewed him on my radio show on KPFK-FM, where we talked, in between cuts from his records, about his childhood, his early career(s), the trio Joseph Holbrooke, and the issuing of the first Incus record.

For the LACE concert, Derek played his 1936 Epiphone Triumph acoustic, using a cello pickup strapped to the belly of the instrument for some added body-resonance, the amplifying of which he controlled with a volume pedal. The recording quality is excellent, thanks to engineer Jim Lloyd, and guitarist Rod Poole's placing the two microphones close to the guitar, one picking up the string sound and the other pointed toward the loudspeaker.

It was a great privilege to attend this concert, for as you'll hear, this is Derek in peak form -- the music is brimming with invention, including some compelling thematic passages that themselves contain playing techniques I haven't heard Derek use before or since -- like those chunky, walking-rhythm sequences, with exquisite bell-like high notes ping-ponging off exploratory, mid-range single-note themes, both seeming to gradually approach then mesh into each other -- all propelled by a forceful momentum resulting in great moments of musical drama. (That some people can still detect no musical emotion in DB's playing is amazing to me.)

Truly an impressive example of Derek Bailey's seemingly inexhaustible creativity.

ANTHONY MOSTROM (1996)

DB particularly wants the whole of this superb concert to be issued, with no music edits, so here it all is. The only bits I have edited out are Anthony Mostrom's brief introduction, the opening applause, and a setting-up silence between the opening remark and the opening music. Unfortunately, the original recording has a one-second drop-out -- I have edited in the missing bit from Rod Poole's analogue audience recording, resulting in a momentary change in sound.

 MD (1996)

	Derek  BAILEY
	Guitar, Drums ‘n’ Bass
	1996
	39:06
	label: Avant (Tokyo)

Derek Bailey [g]; D.J. Ninj [drum programming].

1. N/JZ/BM (re-mix)

2. RE-RE-RE (up-mix)

3. DNJBB (cake-mix)

4. CONCRETE (cement-mix)

5. NINJ (de-mix)

6. PIE (amatosis-mix)

all compositions by Derek Bailey

см. тж. ниже его диск "Play Back"

[W]hether a finished piece cap on examination be considered a good piece of music in any terms is not the prime aim of free improvisation. It is, of course, a consideration, but more important as an objective is the promotion of the improvisation, the raising of the improvisation to a level where all the players are involved equally and inextricably in the music-making act. And the achieve​ment of this experience is always seen as a liberation.

--- Derek Bailey "Improvisation: Its Nature and Practice in Music" Ashbourne: Moorland Publishing, 1980
Who's afraid of the big bad junglists?

This interview with Derek Bailey was undertaken by Stefan Jaworzyn (of Shock records) in mid-1995. It originally appeared in the magazine Music from the empty quarter (an irregular publication), no. 12, 1995. It is reproduced here with the permission of Stefan Jaworzyn and Derek Bailey. The CD under discussion was released in August 1996 under the title Guitar, drums 'n' bass 
Jungle, eh? Breathes there a sentient human bean with an IQ into double figures who would admit to liking jungle? Kodwo Eshun's gobbledegook rhapsodising over jungle's 'attributes' (assuming one can begin to comprehend what he's talking about...) clearly illustrates some of the many seemingly inconsistent, incongruous & irreconcilable approaches to jungle - do you write about it, dance to it, listen to it on your stereo at home? Is jungle's metamorphosis from white label obscurity, blasted out at maximum volume in clubs and on pirate radio stations, to packaged and more easily marketed CDs a sell-out, a dilution of its musical integrity, a redundant & morally questionable music business scam? Was this stuff ever meant to be 'consumed', especially by middle class pseudo-intellectuals? Fucked if I know. As art it's as culturally relevant to me as '70s Munich disco. As music it has a certain unpleasant fascination (the old traffic accident principle) but it wears off faster than a drag on the old crack pipe... 

Well, perhaps there are other perspectives... A few months ago while Derek Bailey was showing me a short cut to Hackney Downs BR station I picked up on a comment he'd made earlier about how boring it was playing solo these days, and asked him if he still did any recording at home. The response was not what I expected... 'You're probably going to think this is absurd, but I've been playing along with jungle on the radio'. He explained in more detail what appealed to him about it, and a week or so later he sent a cassette... there can be fewer bizarre concepts than that of combining Bailey's guitar and jungle, but the tape sounded great. On a trip to New York he left a tape for John Zorn - and once Zorn got his hands on it events began to take their course... And at some point or other in the nebulous future we should be treated to a CD of Bailey improvising to jungle music prepared by Ninj, a Birmingham junglist... 

Who's actually funding this? Who's it for? 

It's for DIW or one of Zorn's labels - I suggested it to him. I've been playing along with jungle (taped from all-night pirate radio stations) for about two years now and I sent him a tape and suggested I could do a record. I think he was touring with Pain Killer at the time - him, Laswell and Mick. They must have listened to it then. Zorn phoned me up and he goes (imitates hyper American) 'Yeah, yeah, great, beautiful'... He said it would be a very quick project to record and release... 

So Zorn set up the deal with Ninj and Mick Harris? 

Yes. I was just the guy who went up there and couldn't find a seat... 

How did you get into jungle though? 

(DB plays with radio for a while - horrible noise drowns out our voices on the tape) The station's not there now - usually they've started by 5.30... They've no announcements - when they go off it just stops, when they come on it just blasts in... It's enormously loud - I get it accidentally sometimes when I'm just fucking about. So I've been listening to it, and I really like the way they do it on the radio - I have to say that in recent times it seems to have got softer, a lot less abrasive in some ways. There are more vocal samples, for example... But what I like about the radio is the live quality - although the stuff is records, they don't leave them alone - they'll talk over them, advertise gigs, order a pizza - the music's constant but with interruptions. It's very live - and with that sustained pace, which of course is inhuman... And it's nice to play long with, particularly as opposed to free jazz situations where the pace is often very slow. I've found it fantastic to practice with. So for a long time I've been doing that... 

I've always liked the parts where the music stops and drifts along - you get some ridiculous string orchestra, then it just slips a bit, the pitch goes or they slow it down or something. Then the drums come back - it's completely meaningless! I like that... What is a pain and can sometimes dilute it is the repetitive - looped or sampled - vocals... 

The funny thing is, I've never heard a jungle record, all I've heard has been off the radio - the only piece of recorded jungle I've heard is by Ninj! It obviously operates at a different level... 

So when's the CD coming out? 

Well at this point it doesn't exist. The project exists - I should have recorded it by now. I was due to record it in June in Birmingham... But it turned out they don't have chairs there, so I couldn't record it. Well, I did some recording... The jungle music's by Ninj - a beautiful piece, about 50 minutes - in fact it's five pieces I think. He does mainly studio work I believe - an interesting character. So he'd done his thing... I got to the studio - all this had been arranged from New York by Zorn and Laswell - the day before we were supposed to tape it. The studio was run by Mick Harris, a nice little place... I set up and tried a few things, then said to him, "Have you got a chair because I sit down to play.' And he said, 'No'(!) then, 'Well, there's one in there' but it was no good because it had arms. So he didn't have any chairs - but there was his drum stool. So I said, 'Well, I'll try the drum stool' but the drum stool was broken and it kind of weaved around. It spun round, but not only did it spin round but it conducted a circle in which it would spin - it would spin round in a circle, if you see what I mean - the upright was not upright... 

It swooped... 

Yep. So it was a fairly skilful business just keeping upright on it. (I should have asked Zorn for a chair. I realise now that when I got to Birmingham I should have phoned him and said 'There's no fucking chair here John - get a chair!'). We got talking about the way to record, and he played me a bit of the jungle stuff and I said, 'Don't play it just now.' Then I went back to the hotel, and I remembered about the chair, so I rang him up and said, 'Tomorrow, get a chair'. And he said, 'It's impossible.' So I left it with him anyway... I turned up the following day and there's no chair! I used the drum stool. It turned out that the drum stool wasn't really a problem. What was a problem was that Mick didn't seem capable of mixing a DAT and a live instrument. There were also some things that went on that were somewhat in the chair vein - like I played with the first piece then said, 'I'll just have a listen to that'. he replied, 'I didn't record it.' and I said 'What the fuck do you think I was doing?' and he said 'I thought you were just getting used to it.' So we started again. Anyway, we finished after about 40 minutes - by which time I'd been into the control box a few times. And by, let's say the third take, it was possible to detect that there was a guitar player. Now I was playing comparatively loud, but that doesn't mean anything if you're mixing - you're at the desk with a DAT and a live instrument - but there was nothing there (on the DAT). Eventually, as time wore on, I could hear some plinking and plonking behind this very nice jungle stuff - a bit like rain falling on a roof, very softly. I said, 'Just turn the fucking thing up Mick, don't worry about what it sounds like.' but we never made it onto the tape; after about 40 minutes my spirits started to sag... 

Uh...(Longish pause) So... 

(Laughs) Ninj was there - I have to say his enthusiasm was the only thing that was sustaining me - he seemed knocked out by what was going on. It's just that none of what was going on was making it onto tape! So I finally said, 'We're going to stop this now.' And Mick - it seemed with some relief - said, 'Yeah. Maybe you could record it at Laswell's studio.' I bet I could. And they've probably got chairs too... So the two lads helped me down with my equipment and I got a taxi back to the station and that was the end of that session... It just completely baffled me - he seemed so relieved when I said 'Let's pack this up'... It was getting louder, but I was getting exhausted - when it finally got to the point where it was starting to register on tape I thought it should have been over! 

Anyway, I've got the Ninj DAT and the aborted DAT, so I'll probably take it over to New York with me in September. I've talked to Zorn about it and the arrangement is that we'll do it with Laswell. 

So it's not as imminent as I'd originally thought... 

Oh well, these things... Zorn's releases are backed up to the turn of the century... 

So Laswell will engineer it? 

No, it'll probably be Bob Musso - he's very good. Plus I can borrow his amp - he's got a fantastic old amplifier... 

Bailey says that what he'd really like to do most is play a concert with 'live' jungle (ie: with a couple of DJs and several turntables for an uninterrupted flow of music), but there are obviously many attendant problems - not least the (presumable...) incompatibility of jungle and improvised music audiences, not to mention the difficulty of finding a suitable venue. I find this idea most appealing, and it strikes me as closer to Bailey's aesthetics than producing a CD with specially composed jungle. Well, I guess it now just remains to be seen what actually emerges from all the apparent chaos...

	(Derek  BAILEY)
	ARCANA:

"The Last Wave"
	1996
	60:18
	label: DIW (Japan)

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

	Derek  BAILEY
	Derek BAILEY & Noel AKCHOTE:

"Close To The Kitchen"
	1996
	47:36
	label: Blue Chopsticks   bluesea@dragcity.com 

Recorded in London at Falkoner studios, aug. 1996.

Derek is on the left, Noel on the right.

Noel AKCHOTE –  см. 

Derek Bailey Interview, 16 August 1996 

Q: How important is the visual element of a live-performance? Is listening to a CD as good as attending a live performance? 

DB: I assume for most people it is better because more people buy CDs than turn up at live performances. In fact, to some people it might be the only way they have ever encountered this music. You can still go to places and meet people who say that kind of thing: this is the first time they have actually been to a concert. Aficionados claim there is no substitute for listening to a live performance. As for playing - I don't know - I mean, the two are quite different things, making a recording and doing a live performance, but then in the way that I have worked in the past, very often they are in fact the same thing. Most records I have ever made are of live performances and haven't been made specifically as recordings. 

But making a recording as a separate thing I like. I wouldn't say it is better than a live performance, it's just a different thing and the playing is affected quite a bit - the process of making the music is affected radically I find. 

Q: In which way? 

DB: I have never tried to analyse it much, but I think it is about the fact that the audience is removed by 6 months or so. 

Q: Is it like listening to your own music on a multitrack machine? 

DB: No.No. The differences I mean arise when you go into a studio and just play with somebody as if it were a live performance, except that there is no audience and the performance restrictions, restrictions imposed by time and place, are changed, so that it doesn't have to be in the evening, it doesn't have to be between this hour and that. You don't have to stop in the middle while they sell sandwiches and beer and those kinds of things. And it is different - quite different, the environment... 

They don't use the term now, but the 'vibes' are quite different. 

Q: You have said all about this subject in your book. You talk about free music. Free from what? 

DB: Although it has diminished over the years there is still a somewhat anarchic element to this activity. It has now become much more regularised - in certain areas almost to the point of being staid, I think, - but there are still some anarchic characteristics to it. And one of the main ones is that, if you were to ask that question of anybody who plays this kind of music, you would get a different answer in every case. For me the answer is: it is free from ... Most of those things that I found to be accumulating as I got older as a musician. I worked as a musician for many years in what used to be called the 'band' business before I played this kind of music. As my career 'progressed' in that business I found the opportunities to pursue music in the way and for the reasons that I first started to pursue music, were diminishing, were getting less. I associate certain times working in night clubs as being quite free musically. At least, before the 60s. Even in dance halls it could be quite free, or anyway it felt free. But I found as my career ascended to what was considered to be fairly successful as a working musician - doing studio work and so on - it no longer felt as though I was doing what I thought I'd started out to do. There was more pay and less play. Then I bumped into this kind of thing and it felt somehow that I was pursuing what I had first started out to do.... This stuff is just about playing ,you see. For me it is all about this somewhat ill defined thing playing. . 

You can play certain kinds of music and you really don't play at all. You are functional and you do things, but you don't play. I find a lot of jazz became like that for instance. So I find in free playing there is more playing - and this is something I have said many times, but its a useful phrase for me - there is more playing per cubic unit in free playing than there is in any other kind of music. So the freedom is just to play more. I can play more in this music than in other kinds of music. 

Q: More than e.g. an orchestral musician? 

DB: In the way that I mean, I doubt whether orchestral musicians play at all. I suppose it boils down to: I can play more of what I want to play in freely improvised music. Now for me that's not a kind of music, its more to do with an instrumental approach or an attitude: a method of making music. 

I think the word free is meaningless. It is just one of those handy 4-letter words - like rock, or jazz. Somewhere down the line it has a derivation but nobody cares about that because now it has become a name.. I rather like it. But I play it because it suits me. 

Q: And by thinking that you feel comfortable in playing this free music, the audience will sense the same? 

DB: I have no idea about the audience. 

Q: You don't care about the audience? 

DB: No. Its not that I don't care. I don't know. I've thought about the audience intermittently for years and I know less about audiences now than I did when I first started thinking about it. Anyway, they are different to what they used to be but, really, I am ignorant about audiences. 

Q: So whenever you play in a concert you are surprised about the reactions of the audience. 

DB: I am surprised that they are there. I mean, one obvious thing is that audiences, people generally, don't like freely improvised music, otherwise the audiences would be larger of course. .. It attracts very small audiences. 

Q: Why is that? 

DB: They don't like it. 

Q: Does it take too much effort for them? This music is not nicely prepared in little well structured portions. They have basically to create their own structure in listening to the music.? 

DB: These are difficult questions for me. I don't know. To me it is my favourite listening. There are certain musics which are not improvised that I enjoy listening to, but actually I find music which is freely improvised provides me with the most listening satisfaction even if I am not playing it. So I don't know really. Audiences usually get to hear their music in such a formalised, highly structured, way, that when it is unformalised, it sounds incoherent to them. Most music organisational devices are about taming what seems to me to be the natural unruliness of music. I mean it is not just about packaging, it is about taming. ... And this might be how music becomes acceptable. But if you work outside those structures, then I suppose it makes sense that people who rely on those structures, can't tell what the hell is going on. 

Q: 90 percent of all musics in the world are improvised. Only our western music culture has this strange system of notating music. Maybe this was the reason, why tonality and harmony developed. 

If we listen e.g. to African drum music or South American, they certainly have certain patterns which they use and vary. When I listen to your music, it sounds to me rather abstract of all these recognisable patterns. It is basically abstract. 

DB: Using a term like abstract implies - would make me think of all music. All music I think is abstract to some degree. But I understand the point you are trying to make... I don't claim that, because most music is improvised, it is the same as freely improvised music. Freely improvised music is different to musics that include improvisation. When I put the book 'Improvisation' together, I found it useful to consider these things in terms developed in the study of language. And the main difference I think between freely improvised music and the musics you quoted is, that they are idiomatic and freely improvised music isn't. They are formed by an idiom, they are not formed by improvisation. They are formed the same way that speech vernacular, a verbal accent, is formed. They are the product of a locality and society, by characteristics shared by that society . Improvisation exists in their music in order to serve this central identity , reflecting a particular region and people. And improvisation is a tool - it might be the main tool in the music, but it is a tool. 

In freely improvised music, its roots are in occasion rather than place. Maybe improvisation takes the place of the idiom. But it doesn't have the grounding, the roots if you like, of those other musics. Its strengths lie elsewhere. There are plenty of styles - group styles and individual styles - found in free playing but they don't coalesce into an idiom . They just don't have that kind of social or regional purchase or allegiance. They are idiosyncratic. In fact you can see freely improvised music as being made up of an apparently endless variety of idiosyncratic players and groups. So many in fact, that its simpler to think of the whole thing as non-idiomatic. 

But should musicians be talking about this sort of thing? Doesn't it damage our anti-intellectual credentials? Noch ein grosses. Grunt. 

Q: Some people argue, that when you construct something written, you have much more time to think about balance and the relation of the parts to each other, while when you improvise it is just a permanent flow of time. You have to think very quickly and sometimes you miss it and sometimes there might happen something very interesting, but you can't guarantee it. So how do you see the relationship between well constructed structure and sound and what is on the surface, what reaches the ear of the listener? 

DB: Well, you pick your preference. If you want the other, you can have the other. If you want this stuff, you can have this... Its the Busoni - Schönberg dichotomy. Andy Hamilton wrote an interesting piece about this subject and he based it on the two different approaches to composition held by Busoni and Schönberg. So, for Busoni the immediate conception of a composition - usually at the piano I think - was the composition and from then on everything he did to it - so called refinement - diminished it; it reduced it's quality. For Schönberg , the opposite is the case. The initial idea is simply something to work on which, given sufficient diligence, can be turned into a wonderful work of art. So that's a kind of basic difference, even amongst composers. But I think for an improvisor, certainly from my personal point of view, that omits all kinds of things which I am quite attracted to, things like the accidental, the coincidental, the occasion ... Well. Whenever this comparison between composers and improvisors is made, it nearly always kind of grinds down to a comparison between a composer and a solo improvisor. And the really important part of improvisation, certainly as far as I am concerned, happens between people, between the players. It is also largely outside of individual calculation.And this is something that is beyond composition. And you can even have of course, as everybody has experienced, the absolute ad hoc experience, the first time you play with somebody, which is occasionally really magical. But the thing is, it happens between people. The best moments that I've found in improvisation often happen fairly early in a relationship with another person or another group of people. Later other kinds of things develop and the assumption is that this is an improvement. I'm not so sure. But, whatever.... None of this is about somebody sitting down and thinking up great ideas. All kinds of things can be brought to these unique situations beyond any single person's efforts. This is stepping outside the usual comparisons with composition. It is also stepping outside normal attitudes towards art. It is perhaps a supra-art activity or a non-art activity. I don't know, but it certainly has nothing to do with what normally passes as musical analysis. 

Q: Is group improvisation an attempt to bring life and art together? It has a strong social or sociological aspect. 

DB: You look slightly embarrassed using those terms. 

Q: I have the feeling that more and more the social aspects of music making are excluded. If you look at electronic music: more and more people sit at home in front of their computers and samplers. You can do it all on your own. Where is the communication? 

DB: Music's funny. Opera, for instance, appears to exist in a kind of balloon of fantasy having no detectable contact with any kind of reality. And the money it needs... Its the ultimate commodity; hugely expensive and totally useless. Freely improvised music for all it's faults, and its not short of those , is at least vulnerable to outside influences. One of it's attractions, I think. 

Q: Personally I find improvisations with small ensembles or solo improvisations more interesting than large ensemble improvisations ( like Company ). They are too complex, it can fall apart into anarchy. 

DB: They are often not coherent. But I think most of the time small group improvisation is just better. But when large group improvisation is good, it is quite amazing , something incomparable. In Company the great majority of the groups are small but I used to try always during the Company events to work towards at least one larger group, but without stopping anything else; letting other things, smaller groups, develop. But I agree with you. Some large group improvisation is garbage. It is a high risk activity and its not just difficult, its kind of impossible.But it still does happen that now and then, its really successful. And then its extraordinary. 

Q: An example is Lawrence Butch Morris. He creates clear sections. 

DB: It introduces coherence; whether you actually want it in that form is another matter. I mean lots of people do like to try and turn large group improvisation into something else a bit more tidy; they usually do it by imposing structures of one kind or another, don't they, like Butch with his conductions, Alexander von Schlippenbach with his scores and so on. Its OK. I just find that that is - I don't want to use the term easier, but I'll use it anyway - its kind of easier. And it sort of misses the point. I think I'd rather have the failures of the other thing, personally. 

Q: Whatever you do you will have a memory and there are some musical thoughts in your brain, what you did before ... I am sure you will use these things deliberately, e.g. elements of jazz, of classical music, chance operations, whatever. Could you describe which things influenced you? 

DB: I could describe some, but most of the things I am consciously influenced by are unhelpful. Mostly I try and find a way of getting past the direct influences. Now this is just speculative and I don't know how it will sound, but it could be that the real influences are subconscious, so you don't... I mean the New Orleans jazz idea of the mad playing fool, you know, who just goes out of his head and does it - there is something in that. There is a point which you can either reach for or just hope to get into by various methods like concentration or abandon, lack of concentration, technical facility. I don't know. To calculate about this is a bit difficult. But for instance, one of the most useful things I find is that - if I can arrange it and it is difficult to arrange - before I play, particularly if I am playing solo, I like to sleep, to sleep almost up to the time of playing, just for half an hour or even ten minutes. I find the older I get of course the more adept I am at doing this. If I can get into a situation where I can actually sleep just before I play, ... that is pretty near the perfect preparation as far as I am concerned. And I take that to be something to do with the fact that afterwards you are in a semi subconscious state and, while that might interfere with technical things,its better. Conscious influences I find not helpful. 

Q: I agree. Our normal everyday mind is rather small and limited in it's stupid rationality. 

DB: The longer you play the worse it gets; you have more 'reliable' devices and they become more offensive in some way. That is the great thing about playing with other people, particularly other people you are not familiar with. Sometimes, of course, its a mistake, I mean this is a high risk business. But given somebody whose playing you like then you've got their playing to go on, not just your own. I find I need as much help as I can get. 

You know, I sometimes work, on and off, with dancer, a Butoh dancer called Min Tanaka and he has changed quite a lot as a dancer over the years. And I don't work with him continuously. I might go a couple of years without seeing him and playing with him and I usually find, when I come back to playing with him, that he's changed quite a bit. Although he has, let's say, a fairly constant vocabulary ,his use of it and his approach to using it shifts all the time, it seems to me. And I realise I am quite influenced by him. Now he makes no sound at all of course or very little. , When I've read musicians interviews they will often talk about their influences (when I say read it is because musicians don't talk about their influences, except, it seems, when talking to journalists) and they usually quote names of famous musicians from the past. And when I read these things I often feel a certain envy because I have never been able to do that. I have been influenced by all kinds of people, but none of them seemed to be famous 'historical' musicians. ...And most of the people I am influenced by are people I've played with, some are well known, some aren't, but one is definitely the dancer Min Tanaka. I think I'm impressed by his courage, too. He really will have a go at anything. 

Q: Music can be on lots of things, not just in music itself. 

DB: One of the similarities between improvising and talking, which is also a kind of improvising of course, is that the same subjects recur and so the temptation is to respond in the same way. And even if this is the best, the 'true' response, it might no longer sound or feel right - simply because you've said the thing so many times before. I mean I am aware, when I am saying to you, 'I play free music because it provides more playing per cubic unit', that that is something I have said, what feels like, 100s of times. Its true enough, but the effect of endless repetitions is stultifying, I hardly know what I'm talking about anymore.So in order to keep the thing feeling fresh you look for different ways to say the same thing or try to find things that you haven't previously talked about. So talking about Min - as far as I am aware I have never actually spoken about Min as an influence before - is an attempt to make it more interesting to me, and so make it feel fresher. And playing, you see, is like that for me. 

Q: I think what you described is a very good example how musical improvisation could proceed. You quite often mention the phrase 'high risk activity'. I have the impression, fewer and fewer people want to take risks in the true sense. 

DB: That is true of everything, isn't it? 

Q: In this way your activity in free improvisation is political activity. It shows a certain way of activity which hardly exists anymore. 

DB: Yes. Like many fringe activities the main thing about it's political aspect is that it can be completely ignored, but it's political implications, I would have thought, are for most people quite frightening, quite drastic. I guess, for that reason they will always be ignored. 

Q: You have been for quite a long time in this area. Have you seen big changes on the audience side, in perception, the climate of these kind of things... 

DB: Oh yes, there have been many changes. 

Q: Were there better times? 

DB: I think the current time is very good, but you can never be sure how much your opinion is reflecting only your own situation. But it is a curious time at the moment, really curious... Somebody said - we just put out a video of a Company event in Japan and it is a very concentrated thing: two concerts and the video only lasts 26 minutes. So they are very tiny snippets - and somebody described it as being hard-core improvisation. Now it seems to me that there is no hard-core anything at this time. Everything is kind of soft-core. The focus is gone. The focus is diffused, widened ... I mean, in this particular musical activity there is nobody that I know of that works strictly on one kind of subgenre of the music, something that used to be quite common. 

There are a small number of people still playing in long established groups and they keep that going as a kind of commitment. And the economics of playing encourage that kind of thing, of course; the longer you play something the more work you are likely to get for it. But even those people, they still also branch out in all kinds of directions, which years ago would never have happened. Personally, I rather like this situation. I mean, I am quite attracted by this business of poking around in unfamiliar areas with unfamiliar people. And it seems to me to be a perfectly appropriate use of free improvisation. 

You know, its nice to find yourself caught up in some kind of musical tide, or at least wave, the feeling that somehow you are doing something with other musicians in your field which somehow feels significant. You are not sure where it is going but its going somewhere and you go with it. That is great. But most times that doesn't happen... and I think this is one of those times, when there are no tides or waves happening ; for anybody. But, of course......you never really know. These things are usually unanticipated and arrive unannounced. I have great faith in things happening that I don't know about. 

But what is happening now is more like some kind of stew, all kinds of things mixed up together. How far they affect each other, I'm not sure. 

Q: It is almost a contradiction in itself: improvised music always wants to find new ways. At the same time it wants to establish certain levels of what you can call 'good improvisation', criteria for good improvisation. 

DB: Interesting contradiction. 

Q: As soon as you can pin it down and codify it, it is no more improvised music any more. 

DB: I think it becomes a different version of improvised music. There are people who have done that. Once it - a style, a group - has a strong identity which is practised, pursued and polished by the people who are associated with it, then maybe it becomes something else. But very often the only appropriate name for it is free improvisation. 

Q: How much of your style is influenced by your guitar playing? 

DB: I don't know how much, but it is a large part. I think if I was forced to identify myself as something it would be as a guitar player. The instrument's importance has shifted around over the years , but it has always been somewhere in the forefront. You know, in the dim and distant, I worked for some years as an arranger, yes, it even involved some composing too; in particularly economically stringent times, also pre-historic, I have worked as a bass player. I've done some teaching. In more recent times I've organised concerts, run a record company , presented radio programmes, written a book, made a series of television films, done the dishes, but all these activities have been, for me, supplementary to playing the guitar, adjuncts to the guitar playing. But, I have never thought of myself as a musician who in some general way works in music. I am a guitar player. And as regards the way I play it - some of it comes out of these activities and some of it reflects the musics I've been involved in but I think all of it is also about playing the guitar. 

Q: Looking at your CV you were attracted to what I call second hand music in clubs, standards... 

DB: I was just trying to work as a musician. Well, that was the only music I knew. I don't come from an academic background, I come from a working class background. So the alternative to being a professional musician was not being a teacher, a lawyer, a nuclear physicist or whatever, it was delivering bread or milk, or working in a factory, all of which I did at various times, because the most common experience early in the career of a working musician is being out of work. And I didn't think of it as second-hand music. I thought it was wonderful. 

As a matter of fact I did study classical music, as we call it, at school, but I never thought of it as music. It was just something taught at school. Music was something I became aware of through the radio and through certain members of my family who were musicians and that was always jazz and popular music, although in those days the two were often indistinguishable. That was music. 

It might be of some interest to your listeners that I was at school during the 1939-45 war and German music was more or less not allowed. So we were taught that the major composer at that time was Sibelius and we got wall-to- wall Sibelius which is an experience I've never fully recovered from. Whenever I hear a note of Sibelius I dive for cover and take to the nearest air raid shelter. But I never associated that with music. It was something else. It was school. And it was only really when I left school, which was quite early, that I ever thought of being a musician, even though I played an instrument and I sang. And then I didn't want to be anything else... 

There used to be two kinds of musicians: orchestral musicians and band musicians. And orchestral musicians came out of music schools and band musicians didn't. So, naturally I became a band musician. Which I did for many years, nearly 15 years I suppose: dance bands, club bands, circus bands, pit bands, whatever. Some I preferred to others, but I didn't care too much as long as I was working; playing some kind of music. Originally there was a wish to play jazz, although for me that probably meant wanting to get Oscar Moore's job with the Nat Cole Trio. But there was plenty of evidence around me to indicate that if I wanted to play jazz, I was in the wrong place in the wrong time and maybe the wrong race. So it then became a question of working. As much as possible. 

Q: Do you ever play with very young musicians coming up now? 

DB: Yes. For instance, I just made a recording with, I suppose, two of the youngest musicians on the British scene, Alex Ward and Ben Hervey, who calls himself Dr. Switch. Together they form the group: '13 Ghosts'. They are an interesting pair. But Alex I have known for many years, 9 years or so; he is now about 21, I guess, a clarinet player. 

Young musicians are just young musicians. There are certain advantages and certain disadvantages. Usually, the attitude refreshing. And naivete is much underrated. Maturity, on the other hand, seems to be a totally bogus concept; some kind of front for careerism, cynicism and delusions of grandeur....... A fresh attitude is like a life support system for somebody as old and clapped out as I am. When I see somebody brimming with enthusiasm, I think, wow, I could use some of that. 

Q: Does Company Week still go on? 

DB: No, unless somebody asks me to do one. I used to organise one here every year , more recently with Karen Brookman, but I did it for 17 years, which seemed to me enough. In fact I would have preferred to have done it less... But I have done them in other places, e.g. in New York, in Japan, various places in Europe. 

...They are not an easy thing for a promoter to get enthusiastic about. 

Q: You can't make money. 

DB: If you say: well, I want to come with 8-9 musicians, I want to have at least 3 nights otherwise the thing won't work, there is no program and everybody plays every night - that is no good for a promoter. 

But, one of the main reasons I stopped doing them was there seemed to be an increasing number of things on the back burner. I always seemed to have to put other things aside, because we used to spend 6 months of the year putting this together from raising the money to finishing the thing. They were great occasions, I used to love it but they seemed to take more and more time. 

Q: How about your guitar book project? 

DB: It seems to be turning into an illusion; getting bigger and bigger, notes piling up , no end in sight... 

Q: In which country are the most interesting things going on concerning improvisation and free music? 

DB: Japan. There might be better things happening in Doncaster that I know nothing about, but within my experience it is New York and Japan and at the moment the two are very intermingled. Its not all to everybody's taste. But its certainly lively. New York is usually good, things work better in N.Y. People go out and listen. They live in such terrible places, they really have no alternative. So you can usually get to do something there.

	Derek  BAILEY
	TheSignOf4  Vol.I «StatementOfThe Case»
	1997
	62:51
	label: Knitting Factory

rec. on December 13th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Derek  BAILEY
	TheSignOf4 Vol.II «TheScienceOf Deduction»
	1997
	61:20
	label: Knitting Factory

rec. on December 12-15th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

	Derek  BAILEY
	TheSignOf4 Vol.III «TheBalanceOf Probability»
	1997
	68:11
	label: Knitting Factory

rec. on December 13-14th, 1966.

Pat Metheny [g]; Derek Bailey [g]; Gregg Bendian [perc]; Paul Wertico [perc].

THE BEST OF 1997
«It’s absurd and phenomenal, insulting and brilliant, insane and triumphant, catastrophic and magnificent, indefensible and essential.» – Occulus Magazine
«The music in Sign of 4, however uncomfortable it might make you, however heretical it might sound, is certainly full of the stuff of life.» – 5/4 Magazine
«Even though the year is but half over, it is safe to say that 1997 will not see a more provocative album than this pairing of guitarists Pat Metheny and Derek Bailey.» – Jazz Times
«The Sign of 4 will simultaneously be one of the most vilified and venerated records of 1997.» – Billboard
«...it is the kind of audacious, in your face, kiss my ass, dancing naked on a razor’s edge stuff that moves me.» – Joe McPhee (см.), reedman for Rashied Ali, Borah Bergman, Evan Parker and others
«A new category needs to be devised for this music.» – Julian Prieste, trombonist with Sun Ra, Max Roach, Art Blakey, and Lionel Hampton
Two guitarists, two percussionists, four nights, three CDs.

The Sign of 4 seemed to bring out the schizophrenic in jazz writers in 1997. Not quite sure what to expect from the coupling of Derek Bailey, one of history’s most renowned guitar improvizers and Pat Metheny, one of the world’s most recognized jazz guitarists, many seemed to waver between outrage and admiration, with few finding a common middle ground. They were joined by Gregg Bendian and Paul Wertico, longtime collaborators with Metheny, and the ensuring squall either rooted you to the floor or made you rush for the exit. ‘5/4 Magazine’ devoted a forum to the CD, inviting jazz musicians and writers to send in their comments. ‘Billboard Magazine’ sent a columnist to cover the live shows. And ‘Rolling Stone’ seemed to write about the record once every month or so. All in all. Sign of 4 succeeded in opening up a dialogue between traditionalists and modernists, new fans and old, unabashed acolytes and committed naysayers. Which is not a bad thing to expect in an album.

	Derek  BAILEY
	Derek BAILEY & Joelle LEANDRE:

“No Waiting”
	1997
	50:00
	label: Potlatch (Paris, France)   www.potlatch.digiweb.fr 

Derek BAILEY [el g]; Joelle LEANDRE [b]. Rec. live at Motreuil, 1997.

compositions: No Waiting 1-5

What is there to write about? Music critics are well-known for falling into the trap of simply describing: remember Shaw's analysis of "To be or not to be.." as described by a music critic: "the interrogative infinitive opening phrase is, a brief linking conjunction, counteracted by its inversion.." There's no point providing you here with a blow-by-blow commentary. In any case, the fact that you're reading this probably means you belong to The Afficionados Of Free. This CD will probably take its place alongside others of its ilk by Parker, Brotzmann, Van Hove, and no doubt Bailey himself, including such latter-day pop classics as "Guitar Drums'n'Bass" and "The Sign of 4". Even though I believe this is the kind of record that should be slipped into a Spice Girls sleeve and given to unsuspecting and impressionable ten-year-olds, it's unfortunately true to say that Derek Bailey and Joelle Leandre will never fill a stadium in Rio or sell 250,000 tickets at Knebworth.

The late Morton Feldman described Samuel Beckett as a "fantastic word man". And he added: "I always felt I was a note man." Derek Bailey is a "note man" of the highest order -- no need to attack his guitar with screwdrivers, chains, paintbrushes and balloons (even though such extended techniques can be wonderfully effective in the hands of a Frith, Chadbourne, or Kaiser). Bailey's sound is out there, endlessly redefining its musical structure (can there be a better example of Stockhausen's concept of "moment form"?), continually recycling tiny exquisite pitch constellations with Webernian finesse. Indeed, his music could prove fertile ground for rigorous set-theory analysis a la David Lewin -- though that would involve weeks of patient transcription and even then wouldn't take into account its rhythmic intricacy and timbral sophistication (check out that use of the pedals!). What's more, in Joelle Leandre, Bailey has found a uniquely sensitive sparring partner. Check out the pitch play in the second piece here. No, scratch that, check it all out. Listen carefully now -- this is not music for the faint​-hearted.

"So what kind of music is that exactly?". You may be tempted to ask this question after No Waiting. But  whether you  call  it  non-idiomatic improvisation, free improvisation, free music or whatever other term you fancy, you will, given time, grow to love this music simply for what it is, a crystal-clear snapshot of a memorable evening at Les Instants Chavires, a great gig by two extraordinary musicians. No point shouting it from the rooftops -- your neighbours are too busy listening to Oasis --, just let's quietly treasure this rare gem. Shhh... It'll be our secret...

---- Dan Warburton

L'expression humaine s'exalte en musique avec l'improvisation collective, lorsque de simple facteur celle-ci devient à la fois le plus exigeant et le plus inventif des actes musicaux de liberté, enrichissant considérablement le vocabulaire et le monde des formes puisqu'elle ne s'interdit rien, aucune sonorité, aucun traitement, aucun alliage, puisqu'elle fait tout parler, et propage d'autant les possibilités de signification.

----- Alexandre Pierrepont

	Derek  BAILEY
	Derek BAILEY & Min XIAO-FEN:

“Viper”
	1998
	54:38
	label: Avant (Tokyo)

Derek Bailey [g]; Min Xiao-Fen [pipa]. Produced by John Zorn.

1. Bai Ha She (viper) 2’57’’

2. Huang Quin (skullcap) 3’46’’

3. Zhu Ye (various species) 12’18’’

4. Ba Qing Ye (woad) 4’38’’

5. Wan Er Wan (the jig is up) 2’01’’

6. Xiang Quing Quing (grains of paradise) 4’07’’

7. Sha Fen (gardens of paradise) 6’00’’

8. Zhu Shu (cinnabar) 18’35’’

Articulating Intercultural Free Improvisation:

The issue of labeling is extremely important for free improvisers. The 'label' is seen as a kind of fixing and for a practice that has radical heterogeneity as one of its principle ideals, reification of any kind becomes anathema. Derek Bailey contends that free improvisation is resistant to labeling “because diversity is its most consistent characteristic. It has no stylistic or idiomatic commitment. It has no prescribed idiomatic sound. The characteristics of freely improvised music are established only by the sonic-musical identity of the person or persons playing it” (1992).

But for Bailey the 'sonic-musical identity' of the free improviser should not be connected to a narrative of his origins through the use of sonic 'cultural markings'; instead. Bailey is interested in sounds which are 'neutral,' and which don't 'bring a lot of associations': what he is after is the 'dehumanization of over-humanized sounds' He says: “there's a certain sound, for instance, which is produced by a saxophone player when his soul is being stirred, which to me freezes the balls, it stops everything in its tracks” (1994).

	Derek  BAILEY
	Play Backs
	1998
	63:23
	label: Bingo (New York)

1. D for D. 6:12

2. HK d&b (acoustic) 4:44
3. Resigned (electric) 4:08
4. Please Smile 5:15

5. Tickled 3 4:42

6. BKB mix 4:56
7. JP drums (acoustic) 7:54
8. Resigned (acoustic) 4:11
9. CLB drums (acoustic) 4:02 

10. Sasha 8:20 

11. J.0. Complete 5:02 

12. George 5:25
Rhythms by:

1. Darryl Moore
2. Henry Kaiser
3. Casey Rice
4. John Herndon
5. Tied + Tickled Trio
6. Bundy K. Brown
7. John French
8. Casey Rice
9. Ko Thein Htay
10. Sasha Frere-Jones
11. John Oswald
12. Jim O'Rourke & Loren MazzaCane Connors
Throughout, I aimed to treat each track, many of which seemed to he complete in themselves, as a kind of ensemble I could play with rather than as a "backing" track. The exception to this is John Oswald's track, where I don't play at all. He's effected such an improvement on how my stuff usually sounds, I thought it better to leave it alone.

--- Derek Bailey

When I heard Derek Bailey's "Guitar, Drum 'n' Bass," (см. выше) I realized I'd never before heard Derek play with anything other than live musicians in real time. His willingness to do an album with sequenced samples led me to imagine Derek playing over all sorts of other pre-existing rhythms. I asked Derek if he'd consider making an album like this, playing over very disparate, pre-recorded rhythms. He said yes. I asked some friends to provide rhythms, some of whom contacted other friends, and soon a quorum of track makers was in place. Everybody far exceeded their assignment, which was vague: "Create an active rhythm that Derek would like playing with." Derek's enthusiasm during the process, which was rather long and full of blank spaces, never wavered. I am thrilled with the results and feel very lucky to have been there to help this one along.

--- Sasha Frere-Jones

	Derek  BAILEY
	Fairly Early (1971-80) 

with Postscripts (1987&1998)
	1999
	67:28
	label: Emanem (London)

http://members.aol.com/EmanemDisc/  EmanemDisc@aol.com 

File under: New Music / Free Improvisation

Improvised guitar solos by Derek Bailey – Acoustic (#3-7 & 11-14) and Amplified (#1-2 & 9-10), also with:

Anthony BRAXTON [fl, sopranino sax] (#3,4)

Kent CARTER [amplified double bass] (#9,10)

John STEVENS [perc] (#9,10)

#5-7, 14 – previously unissued (остальные в разное время были изданы только на виниле)

1 SIX FAIRLY EARLY PIECES

12:21

1971 July 26

2 IN WHOSE TRADITION? 

3 REHEARSAL EXTRACT - AREA 7 

4 REHEARSAL EXTRACT - AREA 8

0:35 

3:21 

6:42

1974 June 29

5 TUNNEL HEARING 

6 10% EXTRA FREE 

7 20% EXTRA FREE

7:18 

3:28 

3:49

1980 May 28

8 SELF-ERASING

0:15

1987 February

9 A BIT OF THE CRUST 

10 A BIT OF THE DUMPS

2:26 

3:30

1973 July 30

11 THE LAST POST - MORNING 

12 THE LAST POST - AFTERNOON

7:42 

8:22

1979 May 2

13 POSTSCRIPT

2:46

1987 June 12

14 POST POSTSCRIPT

3:49

1998 October 20

This disc comprises various items, mainly from Emanem LPs, that have not made it to CD yet. It is not meant to be a comprehensive portrait -- more a sort of scrapbook showing some of the different instrumental approaches that Derek Bailey has used over the years.

In his early free work, Bailey used a six-string guitar with pedal-controlled amplification. This allowed him, among other things, to instantly control the volume of each note sounded, and also to vary the volume during the course of a sound. Using this technique meant that notes could fade in and/or end abruptly, in direct opposition to what happens naturally. The SIX FAIRLY EARLY PIECES from 1971 are a fine example of this approach. They are a complete performance -- a set of miniature? that are "highly disciplined examinations of their material which, had they been composed by Berg or Webern. would be required study" (to quote Barry Witherden in Wire Magazine).  The stereo gives good separation between the sounds emanating directly from the guitar and those coming from the single speaker. (The source tape has several problems, and for that reason was originally issued in edited format on LP. Both Adam Skeaping and myself have recently spent many hours working on it to make it acceptable in its entirety.)

Around 1972, Bailey added another loudspeaker and another volume pedal to his guitar, enabling him to throw sounds around stereophonically in addition to what he was already doing. IN WHOSE TRADITION?, a short example of this modus operandi, is one of those informal moments when one is glad to have left the tape recorder running.

As an alternative to his stereo set up, Bailey was also using a 19-string (approx) guitar -- perhaps the only modified instrument he has used. This can be heard on the two 1974 REHEARSAL EXTRACTS with Anthony Braxton. As well as having several unconventional strings, including two that went around his feet, this guitar lent itself well to bowing, as can be heard. (The following day, Braxton and Bailey played their first duo concert, which can be heard on Emanem CD 4006.)

An edited extract from 1980 -- TUNNEL HEARING -- is an excellent example of acoustic guitar playing, which Bailey concentrated on after giving up stereo amplification around 1975. There is also an explanation to something which may have been puzzlincf some listeners.  The two EXTRA FREE extracts are more of the same without any explanation.

SELF-ERASING is a self-evident extract from a 1987 cassette letter which had no direct music content.

Back to 1973 for the two BITs, which feature a mono recording of the stereo guitar along with bass and drums, played by Kent Carter & John Stevens. These are excerpts from club performances by a Steve Lacy Quintet that also included Steve Potts. (Three complete quintet performances from this concert can be heard on Emanem CD 4024.)

THE LAST POST, an acoustic guitar cassette letter, was sent to my then wife (Madelaine) and myself when we were living in the USA in 1979. It is much too good to be heard by just two people, so it is included complete on this CD, apart from two cuts to remove some private parts from the MORNING section. (On the original LP release, I over-cautiously edited more out, so this version is a couple of minutes longer.) THE LAST POST, written on the eve of the Thatcher Winter, was in response to the LP release of DOMESTIC & PUBLIC PIECES (now available on Emanem CD 4001). It was also some time after Bailey's move from Islington to Hackney, hence the sonic introduction to the kitchen. (Voices other than that of the guitarist may be heard from time to time -- pay no attention to them, they are not worth listening to.)

POSTSCRIPT is all of the musical section of a cassette letter, sent to us when we were living in Australia in 1987. It was written the day after the commencement of the third devastating season of the Thatcher Winter, and features a newly purchased Martin guitar which Bailey did not keep for long as its non-standard width made it uncomfortable for him to play.

After I proposed the above compilation, Bailey decided to add a POST POSTSCRIPT which brings some things up to date.

MARTIN DAVIDSON (1998)
NATIONAL PROVINCIAL BANK Ltd. 5.1.68. "Your account is not being maintained on a satisfactory basis at the pres​ent time, and unless it is conducted to our satisfaction in future you will leave us with no alternative but to—"

DOWN BEAT. 11.1.68. 'Texturally subtle and varied, with impressionistic melody and harmony and calm structures to match, Bailey's work was both static and ecstatic." Victor Schonfield.

SOUNDS. 7.2.70. "Bailey's unique and individual guitar emerged as the peak of the evening."    Michael Walters.

JAZZ PODIUM. Sept. 1970. "Gitarrist Bailey hat eine ganz eigenwillige spieltechnik entwickelt, - - "

MELODY MAKER. 30.10.71. "Derek Bailey's first solo album is, however quiet it's kept, a major event in music - - The improvisations on the first side, four of then, are typically thought provoking. His playing, par​ticularly solo, absorbs the attentive listener wholly." Richard Williams.

NEW STATESMAN. 31.12.71. "-- he operates outside every accepted tradition. Bailey rethinks the whole strategy of what to do with the guitar -- It could be a bore if he did not have a built in austerity, an instinct for what works." Charles Fox.

TIME OUT. 6.1.72. "-- a constantly expanding vocabu​lary of legit guitar techniques and bastard devices."  Mal Dean.

JAZZ HOT. (PARIS) Sept. 1972. 'Musique qui exclut tout element pouvant apparaitre comme decoratif, qui offre (s'impose) dans une nudite impertinente. -- Bailey est un de ceux dont nous pensons qu'ils elaborent la musique d'aujourd'hui."

DONAUESCHINGER MUSIKTAGE. Oct. 1972. "Bailey has a spectrum of sounds comparable to that of larger ensembles. That's why he prefers to perform as a soloist. He combines the sound of the acoustic and electric guitars, employs every conceivable fuzz and feedback effect, and reproduces the whole thing in stereo."  Joachim E Berendt.

MIDLAND BANK Ltd. 1.10.72. "Unless you make a sustained effort to bring your account into credit we shall haw no alternative but to--"

	Derek  BAILEY
	Derek BAILEY & Steve LACY:

"Outcome"
	1999
	60:16
	label: Potlatch (Paris) www.potlatch.digiweb.fr  potlatch@worldnet.fr 

Derek Bailey [el g]; Steve Lacy (см.) [s s].

Music by Derek Bailey & Steve Lacy.

rec. at Dunois, Paris (1983).

Frequently, when discussing duo recordings, writers and listeners alike get caught up in the concept of conversational dialogue, implying either a most nidi-mental give and take, or perhaps an encounter where two players run each other through an endurance test of will while putting their own manifesto across. Other schools assert tales of microsecond adjustments, where deft, seemingly telepathic communication takes place, as one player anticipates the other's next move. Not surprisingly, the duo of guitarist Derek Bailey and soprano saxophonist Steve Lacy fails to fit comfortably within any of these preconceived boxes.
Perhaps the best analogy in (non-musical terms) for this unique musical arrangement, is a partnership between significant others. Consider if you will, a first time duo, which can, like a young romance, be full of awkward politeness, and sheepish fumbling, while trying not to say (or in this case play) the wrong thing. Bailey and Lacy, despite relatively infrequent collabo​rations, are more akin to a well-seasoned courtship: one that permits the space for autonomy, interjection and debate, and selective inattention. Above all, in this instance, both of the involved parties retain their own distinct identity while relishing in, and learning from, characteristics.
That both Bailey and Lacy are compatible impro-visers who coexist artistically while sacrificing none of their own personality should surprise no one. Strangely, this recording marks only the second time their collaboration as a tandem has been documented. The other from 1976 was released as Company 4 on Incus records and has yet to be reissued, while three other recordings from the early to mid-seventies (The Crust, Saxophone Special, and Dreams) find Bailey working within larger Lacy ensembles. Why these two have worked together so infrequently is a bit of a mystery, for when two of the music's true visionaries share the stage, it is bound to be at the very least intriguing. On this Paris night, from the summer of 1983, there was no shortage of magic at the Dunois club.

Lacy is a compulsively analytical melodicist, extrac​ting all he can from a line before moving on to the next musical kernel. The saxophonist obsesses over his phrases, reworking, reshaping and re-conceptualizing his angle until there is simply nothing left. Bailey, on the other hand, is a wily improviser who seems to operate under the premise that the most logical path is the one to leave out. His convoluted arpeggios and humming volume pedal swells focus more on pitch and context than they do a conventionally understood meter or melody.
What seems on the surface, two potentially dis​parate voices, on this night found an interesting neutral zone, a no man's land where each player's voice overlapped into some vital developments. While Bailey is clearly listening, his attack and sense of pacing is quite different from Lacy's deeply involved, meandering excursions. Rather than merely accompanying him, Bailey antagonizes with a barrage of textural tension, which frequently sends the saxophonist reeling with some of his most jagged and vigorous playing committed to record in some time.
This duo works precisely because it does not rely on a conversational-like improvised dialogue. Instead, each player brings his own attitude and dogma to the table and forces the other into breaking from the tried and true comfort zone, and therefore eggs him into getting involved. Both players come away knowing more about themselves as musicians, and likely as human beings. Isn't that the whole point of playing music with other people?
-- Jon C. Morgan

	Derek  BAILEY
	Live at Lamar's
	1999
	27:42
	label: Shaking Ray Records www.shakingray.com
Recorded by Phil Prouty on March 24, 1999 at Lamar's in Chattanooga, TN.

Derek Bailey – guitars

Dennis Palmer – synth

Bob Stagner – drums

1. Dietrichson

2. Catfish Night

	Derek  BAILEY
	LOCationAL
	2000
	48:44
	label: Incus (London)  website: www.incusrecords.force9.co.uk 

e-mail: 113426.@compuserve.com 

Derek Bailey [g]; Alex Ward [cl].

1. Studio 1

2. Studio 2

3. Studio 3

4. Domestic 1

5. Domestic 2

6. Live

Magic surrealism -- 

Derek Bailey's transporting guitar
--by Ted Drozdowski

You could call Derek Bailey the King of Pling, if you're prone to onomatopoeia. But that'd be a bit too glib a description of the man who's done for (and to) the guitar what jazz giant Cecil Taylor did for piano. In the mid '60s, well into a career as an in-demand session player, Bailey loosened the shackles of tonality, time, texture, and tune to begin an exclusive relationship with freely improvised music, establishing a beautiful barnyard vocabulary of his own. 

This move cut into his music hall, radio, TV, and studio gigs considerably. Yet some 30 years later, in his own mid 60s, Bailey is now an acknowledged grandfather of the contemporary avant-garde. Save for a period of illness two years ago, he's still hot-footing into the studio and onto the stage, leaving a prolific trail of recordings. And the same curiosity that led him to map his own musical path curls like a happy sneer in his most recent CDs. Especially in his drums 'n' bass album with D.J. Ninj, his noise fest with Pat Metheny called The Sign of Four (Knitting Factory Works), and two just-available solo outings from the '80s, Drop Me Off at 96th (Scatter) and the reissued Music and Dance (Revenant). 

The disc with D.J. Ninj, guitar, drums 'n' bass (Avant) is among his finest recorded playing. (Check the series of Company albums on his own Incus label for other derring-do.) Bailey's freewheeling roar and DJ Ninj's densely programmed electro-beats benefit each other. In a sense, the guitarist had been practicing for this pairing for a while. Before meeting Ninj, he'd been fascinated by the drums 'n' bass music he'd heard on radio at home in London, and had taken to jamming along. 

Bailey brings an organic, unpredictable character to the pat sound and rhythm of Ninj's electronica, engaging the brain. Ninj handles the rump and gives Bailey a steady rhythmic base -- which most of his work lacks -- that makes the CD accessible for civilians. What's best is hearing how playing over a solid beat affects Bailey. He stretches to melodic heights, spitting out warm and curious little tunes throughout all six tracks. Most of his melodies last just a few seconds, but they're engaging. He also abandons his usual clean tone for aggressive distortion and piles up heaps of fast and nasty licks, so gritty they seem nearly out of character. It's a raw and lively, wholly fun set. 

The Sign of Four, three CDs cut live at Manhattan's avant harbor the Knitting Factory and at Sound on Sound Studios last December 12 through 15, is also raw, but not much fun. At least for the listener. The "Four" here are Bailey, Metheny, and percussionists Greg Bendian and Paul Wertico. They seem to enjoy raising a ruckus. It's just too much ruckus. Save for a few passages there's a shortage of dynamics and melodies. The music is a big, ugly blood clot. Editing to a single CD would have helped. I'm also reticent to accept Metheny's second calling as a dirty improviser. To me, it sounds as if he were copping Sonny Sharrock's shit without giving the late, great man props. 

The most pleasing things happen when the volume drops and details emerge: a guitar that sounds like a vacuum cleaner sneaks through the mix, eddies of feedback clang and swirl away, drums and tapped, muted strings dance an arm-in-arm soft shoe. 

For Bailey at his most typically Bailey, consult the solo sets. Drop Me Off at 96th is wonderful. It's witty and provocative -- Bailey at his intellectual and emotional peak. The melodies tipple through, electric sproings leap out when unexpected, his crisp picking (Bailey hand-makes his plectrums with a dental compound) defines every detail of his crooked path, pulling you hypnotically into a world where the sound of a guitar can be as intriguing and deep as a novel by Gabriel García Márquez. Let's call it magic surrealism. 

Listening to the way Bailey's notes spring, tap, and sway, you can understand why dancers are among his favorite collaborators. Music and Dance offers two nearly half-hour improvisations with butoh-disciplined Min Tanaka. And Bailey takes pains in the liner notes to point out that this is not music made to dance to but a collaboration of partners bobbing and weaving together. Since butoh dancers don't wear tap shoes (Bailey has more recently embarked on a series of video-taped improvs with a tap dancer), we can only imagine Tanaka's role. But Bailey's sonic ballet is enough.

	Derek  BAILEY
	Mirakle
	2000
	70:48
	free-funk
label: Tzadik (New York)

Derek Bailey [g]; Jamaaladeen Tacuma (см. в секции ‘Jazz’) [b]; Calwin Weston [d]. 

Harmolodic Noise Funk for the 21st Century. The godfather of improvisation in a free-wheeling trio with the legendary Philly rhythm section of Jamaaladeen Tacuma and Calvin Weston, friends for over thirty years and veterans of Ornette Coleman’s Prime Time (см.), John Lurie's Lounge Lizards (см.) and various Blood Ulmer (см.) projects. Noise has never sounded so in tune, funk has never sounded so fucked up. You've never heard a meeting like this before, nor are you likely to again. Intense, fascinating and howlingly funny.

1. Moment

2. What It Is

3. This Time

4. Nebeula

5. Present

6. s’Now

British musician Derek Bailey is one of the world's foremost guitarists, as well as a distinct and unusual player. His arsenal of effects, splintering riffs, flailing lines and at times seemingly atonal music comes close to being the guitar equivalent of Cecil Taylor, minus the percussive elements. Rhythmic and harmonic patterns can be identified (occasionally) with some effort, but Bailey's a spontaneous improviser whose solos explode and evolve in a powerful, highly unpredictable fashion. Both his unaccompanied works and collaborations with Anthony Braxton and fellow European improvisers like Evan Parker are not designed for most tastes. Calling them non-commercial doesn't even address their uniqueness; outside of musicians and critics, it's hard to fathom many listeners who'd even want to sit through much of Bailey's music despite the fact he's an exceptional talent. But his work is quite different from anything you could hear elsewhere; it's sometimes abstract, other times lyrical, alternately acoustic and electric. Bailey's arsenal includes a 19-string guitar, ukelele and crackle-box. 

-- Ron Wynn
Под словом «миракль» может пониматься жанр народного те​атра, что-то вроде мистерии. И просто -- «чудо». Оформление мо​жет относиться и к тому, и к дру​гому: это — книжные гравюры, изображающие разную эзотерику, — месмерические опыты, кар​ты таро и т.п. Отрывисто-одно​сложные названия отдельных номеров звучат так, как будто вы находитесь на сеансе спиритиз​ма, к тому же четыре из них — фактически синонимы слова «момент» (Moment / This Time / Present / Now). Может быть, эти ас​социации были порождены хроматическим ходом вниз на тер​цию у бас-гитары, часто иллюст​рирующим моменты опасности в авангардном кино типа «хоррор»? Ни для кого, однако, не секрет, что названия в такой музыке, как правило, рождаются постфактум.

Но диск Mirakle, выпущенный фирмой знаменитого авангардис​та Джона Зорна -- Tzadik, и в самом деле чудо в любом смысле слова. Отпраздновавший в прошлом го​ду своё семидесятилетие, британ​ский теоретик и практик новой импровизационной музыки Дерек Бэйли встречается с двумя афроамериканцами — бас-гитаристом Tacuma и ударни​ком Calvin Weston. Оба — вдвое младше Бэйли. И в своё время иг​рали в группе Prime-Time Орнетта Коулмэна — тоже ветерана аван​гарда, но совсем другого – не «свободной импровизации», а чётко разработанной системы «гармолодики». В то же время Бэй​ли играл и drum'n'bass, Такума и Вестон — чёрный авант-фанк. В общем, «чудо» было хоро​шо подготовлено. Как и всякая профессиональная импровиза​ция, даже самая джазовая и са​мая свободная. [Ну, не всякая, не увлекайтесь, господа. (>S<)]

--- Салон AV

	Derek  BAILEY
	Derek BAILEY & Agusti FERNANDEZ:

"Barcelona"
	2001
	68:58
	label: www.hopscotchrecords.com 

All compositions by Derek Bailey

Derek Bailey – guitar

Agusti Fernandez – piano

BARCELONA (Steve Dalachinsky nyc 2.02)
more itself the eye pasted sound /> physicist & dreamer / worker dancer
scrawled within the curvaceous 

sprawl of gaudi's cupola text/subtext as of the use of ( other)
voices - unadorned interiors in random pat downs
creating for most part non-linear arch-i-tectonics expressive pile ups he i mean ya see it's just that.....
interlocking pinnacles travel on conversation peace dialogues purer than thought
life in telling like exploring ABCs fascinating heights uncompromised accommodations "To be original is to return to the origin"* the harmony of LIGHT

((rather than trying too hard to be music >>>
just become music ))

space/ cylinder within bell interesting the way cautious interferes w/ defiance & freedom accumulates somewhere in the-tween sketches itself <-> then goes to extremes to ward off extremes

oh lorca your sweetly pungent blood smeared within my environs
built on the collapse of gov'ts in painfully long instances -so many hands filthy clean
w/ only the pot left
while they (the never accused guilty ones ) luxuriate inside the slain heroic head of the black/red scapegoat.
* gaudi

	Derek  BAILEY
	Ballads
	2002
	41:31
	label: Tzadik

Derek Bailey [g].

Yes, this is for real.
Experimental guitar wizard Derek Bailey performing a program of jazz standards in his own inimitable, enigmatic style.
One of the most vexing and enjoyable CDs Derek has ever made. You have got to hear it to believe it! The master pioneer of non-idiomatic free improvisation performing compositions from the American Songbook.

WHEN DEREK BAILEY, THE MOST HERE/NOW OF MUSICIANS DECIDES AFTER so many decades to record jazz standards, it means something special. I've always felt, and I think DEREK would agree, that the past is usually past for a reason. Although it contains objects pried from our tearful embrace by cruel fate, most of it is simply what we've chosen to throw away: garbage. The fact that we'll all someday be on the heap ourselves is no reason to be sentimental.
AND SO, WHAT HAS DEREK BAILEY BEEN DOING AT THE  DUMP? I rang DEREK up and asked him:
"It was ZORN's idea"

"The fact that I was going to play a standard did something interesting to the improvising."

"I bought this guitar that was totally inappropriate for playing standards but…"

"I'm not interested in Improvised Music with a capital I and a capital M. I am interested in improvising."

"I thought, maybe there's something there."

THE RESULTING RECORDING IS UNLIKE ANYTHING I'VE EVER HEARD. The improvisations of JANGO REINHARDT and the Theme and Variations pieces of WEBERN are distant cousins. BAILEY interweaves minutes of improvising with jazz standards into a single continuous performance. The standards are beautiful. The improvising parameters draw on the vocabulary of free improv and are far wider than those normally employed in jazz. Yet I don't hear this as a pastiche work, juxtaposing a preconceived concept of free improvising, against a preconcieved idea of how to play jazz standards. The approach is integrative, standards inform the improvising and vice versa. How they do so is both mysterious and strong.

THE RESULTS ARE SO STRIKING YOU WONDER WHY MUSICIANS DON'T play like this all the time. But even for people who do a lot of improvising, it's difficult to improvise freely once the idea of a structure has been introduced. Its practically a reflex, at least among those musicians with enough training to actually play a jazz tune, to cling to the raft of the nearest song structure, even if it's sinking. DEREK BAlLEY's mastery is evident in his ability to resist this temptation and let the song be what it is while letting the improvisation go where it goes. The beautiful paradox is that this doesn't sever the relation of song to improvisation, but creates deeper, less predictable relations.
I DON'T KNOW WHETHE'R OR NOT DEREK BAILEY NEEDED TO PLAY JAZZ tunes or simply felt like it. But in the world of jazz guitar, this is the best and most pleasurable recording since JANGO REINHARDT's series of Improvisations; and the most innovative since BLIND WILLIE JOHNSON recorded Dark Was the Night, Cold Was the Ground.

--- Marc Ribot, February, 2002

1. Laura (David Raskin)

2. What's New (Johnny Burke, Robert Haggart)

3. When Your Lover has Gone (E. A. Swan)

4. Stella by Starlight (Victor Young)

5. My Melancholy Baby (Ernie Burnett)

6. My Buddy (Walter Donaldson)

7. Gone with the Wind (Herbert Magidson, Allie Wrubel)

8. Rockin' Chair (Hoagy Carmichael)

9. Body and Soul (John Green)

10. Gone with the Wind (Herbert Magidson, Allie Wrubel)

11. Rockin' Chair (Hoagy Carmichael)

12. You Go to my Head (Fred Coots)

13. Georgia on my Mind (Hoagy Carmichael)

14. Please Don't Talk About me When I'm Gone (Sidney Clare, Sam H. Stept, Bee Palmer)

	Derek  BAILEY
	Pieces for Guitar
	2002
	38:47
	label: Tzadik

DEREK BAILEY - guitar

1. G.E.B.    (in memory of my father George Edward Bailey)
2. HAUGHT

3. THREE PIECES FOR GUITAR  3.07
4. BITS    9:49
5. PRACTISING: WOW & STEREO
6. IMPROVISATION ON GUITAR PIECE NO. 1
7. IMPROVISATION ON GUITAR PIECE NO. 2
Private recordings of incredible historical importance, Pieces for Guitar presents the earliest known solo recordings of guitar innovator Derek Bailey. Dating from 1966/7 these pieces were recorded for personal study during a transitional period and include some of the only instances of him performing his own written compositions!!
These fascinating recordings offer us a rare glimpse into the secret world of one of the most original and respected guitarists in the world.

NOTES BY DEREK BAILEY
By this time, 1966/7, I knew I was exclusively interested in a freely improvised way of playing. These pieces, with the exception of the first, were never intended to be more than a means to facilitate tnat aim.
Then, my way of playing the instrument— conventional, jazz-related — didn't seem to me to be the best means of pursuing this aim. I don't mean it wasn't possible; I had for some time already been playine free improvisation with Tony Oxley and Gavin Bryars with great satisfaction and musical reward, but I was attracted to trying to find a more idiom-independent technique.

The guitar and guitar-type instruments can be found in most kinds of music. In every case the way of playing the instrument is integrated into the music. In many musics it's the main characteristic or the music, developed along with the cultural/national/ethnic associations of the music. None of these ways of playing were particularly relevant, it seemed to me, to free playing. Maybe they didn't need to be; for some maybe tnat was the point. But, being a conventional sort of musician, I wanted to look for a way of playing tnat would be particularly fitting tor free playing and where some characteristics of the guitar not tied to particular musics might be combined into a way of playing.
My strongest single influence at this time was Webern, seemingly remote from improvisation. The library close to where I was living had the recordings made by Robert Craft of Webern's compositions. Not an enormous corpus, I copied them on to a single reel of tape and played it almost daily. Perhaps obsession is a better description than influence.
Obsessions don't necessarily last long but it was a start. "Composition" quickly fragmented into short items — phrases/Bits/notes/all sort of things — collected in notebooks, a practice I've maintained ever since. It seems useful and, anyway, I enjoy it.
POSTSCRIPT
The daily recital of around two hours of Webern had a marked, sometimes dramatic, effect on the other people living in the house. During this period I was living in London just off the King's Rd in a bedsitter — a one room apartment. A very '60s kind of place. The twenty- three year old landlady, or concierge as she liked to oe called, was a costume designer for rock groups, regular visitors to the house. An ardent Stones fan, she would play their records as retaliation whenever the Webern started. It might be of some musicological interest that every battle, to judge from her eventual screams and frantic banging on my door, finisheowith a triumph for Webern.

	Derek  BAILEY
	Derek BAILEY & Franz HAUTZINGER
	2002
	67:03
	label: GROB   head@churchofgrob.com  www.churchofgrob.com  www.gomberg.at 

Derek Bailey [el g]; Franz Hautzinger [quartertone trumpet (made by Franz Weber Inzell / Germany)].

music by Derek Bailey & Franz Hautzinger

rec. in London

1. Tea   5:54 

2. Cricket   11:50
3. Talk   15:36
4. Contracts   4:39
5. Weather   5:22
6. Appointment   7:54 

7. Details   3:58 

8. Krautrock   5:09
9. The Vietnamese Driver   4:15
10. Out 147   1:15
11. Good B   0:46

	Peter Edward “Ginger”  BAKER
	Horse & Trees
	1986
	34:02
	Ginger Baker [drums]; Foday Musa Suso (см.) [dousongonni]; Lakshmi Shankar (см.) [vln]; Bernie Worrell (см.) [organ]; Nicky Scopelitis (см. Sharrock/Scopelitis, тж. с: Laswell; Material) [g]; Bill Laswell [b]; Daniel Ponce [bata, bells]; Aiyb Dieng (см.) [talking drums, bells]; Nana Vasconcelos [cuica, voice, shaker]; Robert Musso (см. тж.: Musso; Laswell) [organ].

Ginger Baker: ex - Cream и Blind Faith

Produced by Bill Laswell / Material (см).

	Peter Edward “Ginger”  BAKER
	African Force
	1987
	34:58
	G.Baker [d]; Ampofo [perc,v]; Ansou Mana Bangoura [perc, v]; Francis Mensah [perc]; J.C. Commodore [perc, v]; + guests: Ludwig Gotz [tb, Das Pferd]; Wolfgang Schmidtke [s&t&bar sax]; Jan Kazda [b, g, k, production, mix].

Brain Damage ................. 4’ 49’’

Sokoto ............................. 5’ 03’’

Ansoumania .................... 6’ 03’’

Adoa ................................ 6’ 17’’

African Force ................. 12’ 43’’

Yes, P. E. “Ginger” Baker, the drummer who formed Cream. Very much alive, living on a little ten acre spread a half hour out of Denver with his wife Karen: fixing the barn, taking care of of his horses, passing the time at arm’s length from the world, waiting on his next polo match.

   Whatever happened to Ginger Baker? Well, between exorcising his demons and exercising his ennui, eleven years went by where he never touched his drums. And for the better part of the last decade, Ginger led a rustic existence in the hilly countryside of Tuscany, a tenant farmer helping to tend the olive groves, coming out now and again to play the odd gig. Having circumnavigated the world like a gonzo Odysseus, having gained and lost a fortune, with no port to call his own. Ginger Baker has come full circle, to a simple house in the Colorado countryside — and the kind of syncopated melodic interplay which inspired him to pursue music in the first place. Because, a funny thing happened to Ginger Baker on his way to becoming a modern jazz drummer — he founded that fabled electric blues trio, Cream in 1966. Ginger asserted the power of rhythm by creating innovative rhythmic parts that were integral to each song, and functioned as dazzling melodic hooks. Ginger, Eric Clapton and Jack Bruce (см.) encouraged instrumentalists to seize the limelight, so that the singer and the song were no longer the be-all and end-all of rock; helped introduce the concept of a power trio; brought a fresh level of improvisatory power to the rock song form, and made musicianship hip within a pop context. Without Ginger Baker and Cream, there’d have been no heavy metal, no progressive rock, no electric jazz. And long before Peter Gabriel and Paul Simon discovered the dancing power of African music, Ginger Baker was spreading the good word as an honored collaborator: through his work with Fela Ransome-Kuti (см.) and Guy Warren; and by building the first modern recording studio on the African continent.

	(Peter Edward “Ginger”  BAKER)
	AFRICAN FORCE: Palanquin's Pole
	1987 
	46:53
	Ampofo Acquah [perc, g, v]; Ginger Baker [d]; Ansoumana Bangoura [perc]; Thomas Akuru Dyani [perc, congas]; Kwaku A. Mensah [perc, v].

	Peter Edward “Ginger”  BAKER
	No Material
	1989
	54:30
	label: ITM     Rec. 1987

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

1. Dishy Billy (Baker)

2. Skin The Pizzle (Sharrock)

3. Oil of Tongue (Scopelitis)

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

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

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

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

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

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

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

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

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

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

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

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

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

Cheers (three) 

Steve Lake. April 1989

	Peter Edward “Ginger”  BAKER
	Middle Passage
	1990
	35:31
	label: Axiom (Island) Records (NY, USA)

Ginger Baker [d], Jah Wobble (см.) [b], Jonas Hellborg (см.) [Wal MIDI bass, fretless & ac b], Bill Laswell [b, fretless & six string b], Nicky Skopelitis [gs, baglama, coral sitar, el banjo, Fairlight], Faruk Tekbilek [nay,  zurna], Bernie Worrell [Hammond], Aiyb Dieng (см.) [doff, dumbek, talking drum, metals], Mar Gueye [sabar], Magette Fall [tama]. Produced by Bill Laswell.

	Peter Edward “Ginger”  BAKER
	Unseen Rain
	
	42:56
	label: Day Eight Rec. (USA)

Ginger Baker [d], Jens Johansson [p], Jonas Hellborg (см.) [b].

	Peter Edward “Ginger”  BAKER
	Going Back Home
	1994
	45:10
	label: Atlantic Rec. (USA)

GINGER BAKER TRIO: Ginger Baker [d,voc], Bill Frisell [el g], Charlie Haden [ac b]. — Исполняют собственные композиции и стандарты T. Monk’a и O.Coleman’a.

    Rarely do improvising musicians of this stature get the opportunity to share a real musical adventure together. In this case, as a trinity, one of nature’s most perfect forms, musical or otherwise. A communion of souls. An exercise in balance and sensitivity. Harmony, melody and rhythm as equal partners in the dance. The Ginger Baker Trio. Charlie Haden? A lyric poet of the acoustic bass, whose contrapuntal orchestrations with Ornette Coleman changed the face of the bass forever. Bill Frisell? A virtuoso of space whose ambient electric guitar stylings might suggest maddened dervishes or multiple horns in perfect harmony. And Ginger Baker? “I don’t like to put music into a lot of separate little bags.” Ginger states emphatically, a few days before we go into the studio. “Back in the ‘60s every sort of came together into one movement and that was really nice. When Charlie and Bill and I come together and play, whatever we’re feeling will come out. As a trio, everyone playing at once, no one voice dominating. Not a drummer’s record — a music record. Call it what you want to, so long as it’s swinging.”  “How could it not be swinging with Ginger and Charlie.” says a grinning Bill Frisell. “They don’t need a band to swing. Each of them has their own sound and this enormous beat that pulls you along. Drummers really bring me out, and with all that tonality and movement and melody coming out of Ginger’s drums. I’ll be able to play anything I want next to that. It’s not about playing in any one style anymore — I’d like to play them all at once.”

  Styles don’t clash. Only people. The striking range of folk dances represented on ‘Going Back Home’ reflects each man’s heritage, and their sense of kinship with cultures from around the world. Ultimately. ‘Going Back Home’ is a music of inclusion, not exclusion, and there’s celebration aplently for jazzbos and non-jazzbos alike. [...]

	Peter Edward “Ginger”  BAKER
	Coward of the County
	1999
	60:25
	Performed by the Denver Jazz Quintet (Квинтет Бейкера): Ron Miles (см.) [tp]; Fred Hess [t s]; Eric Gunnison [p]; Artie Moore [b]; Ginger Baker [d]; + James Carter (см.) [bass cl, bar sax]; Shamie Royston [organ]; Todd Ayers [g]; Glenn Taylor [pedal steel g].

Великолепный современный фьюжн с мощным драйвом и прозрачными арранжировками.

[...] The DJQ2O was born in 1995. I first heard Ron and bassist Artie Moore playing a Denver gig with Bill Frisell. I was totally blown away by the two of them. This was the perfect opportunity to combine the two great loves of my life, jazz and polo: Polo and Jazz In The Park was born, with Ron Miles as musical director. Wonderful summer evenings with great polo followed by jazz concerts by the Denver Jazz Quintet-To-Octet (DJQ2O). Other original members were saxophonist Fred Hess and guitarist Jerry Hahn. When Jerry moved to Oregon, pianist Eric Gunnison replaced him; due to ever-changing schedules, the line-up would vary from week to week, with some of Ron’s students sometimes augmenting our group. Every week brought a great new musical experience.

Following a week-long engagement at New York’s Iridium, during which we blew away not just the world capital of jazz but also the folks at Atlantic (who had until then been somewhat skeptical of my tales of this great Denver jazz band I’d put together), plans were made to record. Atlantic suggested that we get James Carter to join us on this musical adventure, and I was surprised and delighted when he agreed to fly to Denver. His playing on this record is indeed an astounding display of virtuosity. Thank you James, it was a joy working with you.

1. Cyril Davies

2. Ginger Spice

3. Dangle The Carrot

4. Megan Showers

5. Jesus Loves Me

6. Coward Of The County

7. Daylight

8. Jesus, I Just Want To Go To Sleep

	The  BALANESCU  Quartet   – см. в разделе ‘Alternative’
	
	
	
	

	Jon  BALKE                                            
	Nonsentration
	1991  
	43:26
	label: ECM

Jon Balke [keys], Nils Petter Molvaer (см.) [tp], Tore Brunborg [ts], Audun Kleive [d], Jon Christensen [d] и др.—всего 11 музыкантов. (Jazz-rock = 33 min)

Спектр музыки на этом CD  -- от типично ECM’овской музыки до виртуозного джаз-рока плана Fergusson и Faddis.

	BALLIN’ THE JACK
	Jungle
	1999
	62:49
	label: Knitting Factory (NYC)  www.knittingfactory.com 

"Ballin' The Jack is dealing in jungle. The Jungle Band, Ellington's earliest clan, that is. Culling many of its pieces from their utterly infectious book, the seven-piece ensemble dedicated itself to the prowl and growl swing tunes of the 1920s and '30s." – Jim Macnie, Village Voice

Produced by Matt Darriau (см.: Matt  DARRIAU’ PARADOX Trio) with George Schuller.

paradox@sprynet.com 

Matt Darriau: alto & soprano sax, clarinet, train whistle 

Andy Laster: baritone sax and clarinet 

Frank London (см. в ‘Asia I/Israel’: F. LONDON; KLEZMATICS; HASIDIC NEW WAVE): trumpet and mutes 

Art Baron: trombone, mutes 

Ben Sher: guitar

Joe Fitzgerald: bass

George Schuller: drums

Peck Almond: tenor sax, trumpet

Anthony Coleman (см.): piano

1. OLD MAN BLUES - D. ELLINGTON, 1930
2. HAPPY GO LUCKY LOCAL - D.ELLINGTON,1946
3. LIMEHOUSE BLUES - D.FURBER/P.BRAHAM (ARR. ELLINGTON) 1931
4. DAWN ON THE DESERT - CHARLIE SHAVERS,1938
5. ROCHIN' IN RHYTHM - D. ELLINGTON/H.CARNEY/MILLS, 1931
6. ECHOES OF HARLEM - D. ELLINGTON/COOTIE WILLIAMS, 1936
7. TEXAS SHUFFLE - HERSCHEL EVANS, 1938
8. WANDERLUST - D. ELLINGTON/J.HODGES, 1938
9. MENELIK [THE LION OF JUDAH] - REX STEWART 1938
10. MOOD INDIGO – D. ELLINGTON, MILLS, B BIGARD 1930
11. JEEP'S BLUES - D. ELLINGTON/J.HODGES 1938

	BALLIN’ THE JACK
	The Big Head
	2001
	65:47
	label: Knitting Factory (NYC)  www.knittingfactory.com 

''...Originally arranged and adapted, with an unabashed, playful ferver, pegging the crazy fun meter... depth, swing and edge leap out of the speakers... Musicianship is bodacious... raucously swinging, unusual, zany..." --- Michael G. Nastos, All Music Guide

Ballin’ The Jack plays early swing in the spirit of Duke Ellington. Matt Darriau takes a modern, improvisational approach to explore these early, carefully arranged compositions.

Produced by Matt Darriau with George Schuller.

Matt Darriau: alto & tenor sax, clarinet, and other noises 

Andy Laster: baritone sax and clarinet 

Frank London: trumpet and mutes 

Curtis Hasselbring: trombone and mutes 

Ben Sher: guitar, 7 String Vialao (courtesy of the L.A. Guitar Factory), and Wurlitzer Electronic piano (11)

Joe Fitzgerald: bass

George Schuller: drums and bells

Anthony Coleman (см.): Hammond B3 organ (2,3,7,12) 

E-mail: paradox@sprynet.com 

Transcribed, adapted or arranged by:

Matt Darriau (1,4,6,7,12,13,15); George Schuller (based on a Clifford Jordan arrangement) (2); Ballin' The Jack (3,11); Ben Sher (5); Curtis Hasselbring (14,16); Gary Fagin (7); Frank London (8,9); Andy Laster (10).

1. Jubilee Stomp -Duke Ellington - 4:06

2. Dick's Holler - Leadbelly - 7:01

3. Seven Come Eleven (Swing Moment #1) - B. Goodman/C. Christian - 1:19

4. Tapped Out - Matt Darriau - 7:55

5. L'Esprit Django (Swing Moment #2) - Ben Sher - 2:05

6. The Big Head - Coleman Hawkins - 5:12

7. Fugueaditty - Duke Ellington - 4:14

8. Noche Loisada - Frank London - 4:37

9. Daydream (Swing Moment #3) - B. Strayhorn/D. Ellington - 2:26

10. Smokefish (Swing Moment #4) - Andy Laster - 2:13

11. Moonlight Serenade (Swing Moment #5) - M. Parish/G. Miller -2:59

12. Jug (Dexter Digs In) - Gene Ammons - 5:10

13. Creole Love Call - Duke Ellington - 5:11

14. Betaville - Curtis Hasselbring - 6:48

15. Mood Indigo Part 2 (Swing Moment #6) - Ellington/Bigard/Mills - 2:54

16. I'm Getting Sentimental Over You (Swing Moment #7) G. Bassman/N. Washington - 1:20

	BANDA ELÁSTICA
	2
	1989
	57:28
	avant-fusion, весёлый
BANDA ELÁSTICA:

GUILLERMO GONZÁLEZ:
Guitarras
ZOZIMO HERNÁNDEZ:
Bajo electrico, contrabajo
RODOLFO NAVA:
Bateria, percusiones
JOSÉ NAVARRO:
Marimbas, teponaztles, percusiones
GUILLERMO PORTILLO:
Flautas, sax alto
JOSÉ LUIS ROMERO:
Sax alto, tenor, baritono, clarinete, bajo
ROSINO SERRANO:
Sintetizadores, piano electrico, piano
LUCIO SÁNCHEZ:
Bajo en*
with guests

1. CINE NEGRO (9'56") G. González
2. COMO ESQUIZOIDES (4'01") J. Navarro
3. RECOMENZANDO (3'36") G. González
4. INFANTES TERRIBLES (5'34")* G. González
5. PERVERSOS POLIMORFOS (9'12") G. González
6. ESPEJISMO (5'30") J. Navarro
7. ALTO A LA CACERÍA (3'39")* J. S. Miralda
8. PAVOR REAL (4'07") G. González
9. PESADILLA (3'41")* J. Navarro
10. DERRUMBES EN ALMÍBAR (4'01")* G. González
11. MAMBOP (2'37") R. Serrano

	BANDA ELÁSTICA
	Ai Tencargo
	2004
	45:56
	label: Luna Negra / Musea

tracks:

1. Modelo Para Amar

2. Azul Ocre

3. Suite Antonia

4. Suite Antonia

5. Banda 1

6. Tres Piezas

7. Tres Piezas

8. Tres Piezas

9. Alien Toy

	BANG ON A CAN  -- см. в Alternative section
	
	
	
	acoustic ambient

	Billy  BANG
	Billy  BANG &          SUN RA:

“A Tribute to Stuff Smith”
	1993 
	42:51
	Down Beat 48th Annual Critics Poll: Violin Of The Year (2000)

Billy  BANG – см. тж. с: RITUAL TRIO; William PARKER;

label: Soul Note

Billy Bang [violin]; Sun Ra (см.) [p, k]; John Ore [b]; Andrew Cyrille (см.) [d].

One jazz reference book includes the information that Bang’s violin technique had to be corrected because he’d copied Smith’s unorthodox way of holding the instrument. Despite this, Bang arrived at his own unique, sweetly acerbic, freely swinging sound. Study with Leroy Jenkins corrected the technical problem, and listening to saxophonists such as Jackie McLean (an obvious tonal influence on Bang) and Ornette Coleman gave Bang a foundation on which to build his own improvisational style. Conscious of what’s gone before, he respects it too much to merely imitate it, in the end reflecting the spirit of the original creators. He certainly sees the linear progression. Bang says of Stuff Smith, «He was avant garde too, in his own way... By the nature of his instrument, basically. People still don’t understand the notes of Smith or can catch on to him. He was so far-fetched, so far away from jazz. Not for the main people, not for the people that are inside, but even for people that are in my neighborhood (Bang grew up in The Bronx). I had never heard of Stuff Smith. It took me a long time. You would hear Papa John Creach before you’d hear Stuff Smith. You would actually hear Ray Nance before you’d hear of Stuff Smith. So he was outside of that medium, somehow.» [...]

Now having finally recorded his Stuff tribute, which had shown up on stage before being committed to tape, Bang says, «It was a great opportunity for me to get a chance to showcase how I feel and how I can handle a traditional song but still ‘a la Bang, ‘because I hear these same songs played, like ‘Satin Doll,’ by a million different guys, and basically to me they all sound the same: the same cliches or solos, the same licks, the same turnaround. I anticipate what’s going to happen and sure enough, it happens. I try to approach it though what I believe and how I interpret it, but still sticking to tradition. The chord changes are the same, bridges, 32 bars, etc., etc. So it’s really pulling two different sides, two different angles together, and what really enhances that is being able to do it with Sun Ra.

When it came time to go into the studio, Bang knew who to call in as the perfect foil. He says the presence of Sun Ra functioned «like a physical passing of the baton, and it’s like a real physical touch thing — Sun Ra played with Stuff Smith. And I have no connections over there, emotional and musical and all that. And to be playing with a person who played with one of my heros ... it’s like a real type of a bond. And actually to play one of the same songs that Sun Ra played with him, caught me by surprise, because I didn’t know whether we were gonna do that or not. I came back from lunch and saw it on my music stand, ‘Deep Purple.’ « 

John Ore and Andrew Cyrille were hardly afterthoughts in the quartet; both have famously served time playing for strong-minded pianists, Ore with Thelonious Monk and Cyrille with Cecil Taylor. Ore has since played with Ra, too, and Cyrille and Bang have frequently teamed, so this session group had a headstart in cohesion.

Bang himself has played in the Sun Ra Arkestra, if not as soon as he could have. After he finished his tour in Vietnam, Arkestra member Jack Jackson tried to get Bang to join. Having just gotten out of one army, Bang did not immediately jump into another sort of army. Eventually, though, he did join the Arkestra and don the robe and headpiece; he has photos of himself thus attired, playing electric hollow-body violin with the Arkestra in 1981. That experience, although different from playing with Ra in a small group, helped prepare Bang for this session.

«I only played with Sun Ra in a big band. But now I’m faced with Sun Ra at one-on-one, almost. And that did put a lot of weight on me. I always knew how deep Sun Ra is. He comes out of an era I know nothing about, his voicings, everything. He was playing some Scott Joplin, too. So luckily I had been around Sun Ra enough to get enough courage and confidence up to deal with him directly. It was one of the most profound things I had to do musically. It’s kind of like being a gunslinger going one-on-one with Ra. He knows what he’s doing. [...]

«On some other songs,» Bang continues, «I thought he was bringing in the bridge a little too soon in some places. But then I realized later that that’s really Sun Ra’s style. Because the first time I heard him was this church in Washington, D.C., the first time I really heard Sun Ra play with the time, it was there, but he was kind of in his own time frame. But the thing is, what I had John Ore do was keep counting with us and come right in. So sometimes we came in before he finished his statement, because I wanted to really maintain the structure. Somehow it didn’t hurt the structure for him just to be Sun Ra. Thats why I had to really utilize confidence and courage, because normally I would allow Sun Ra to finish his statement, and wherever he ended, I would come in, wherever that is. It might not be the first bar at the top, it might be the third bar. But I didn’t want to give that much room up, for the sake of the music. So it was kind of push and pull, the whole thing, but it was done in such a mellow way that it was a kind of a non-antagonistic appreciation of that. And it’s always been that case for Sun Ra, even when I’m in the band, always. You’ve got to respect him.»

On this recording, Sun Ra showed he had adjusted to playing in the wake of his stroke, deploying Monkish chords and finding complexity in simplicity during his solos. Listen to the first Ra solo of the album, on «Only Time Will Tell.» Almost any pianist could play it — but only Ra would think of it. And while comping under Bang, Ra turns the music inside out with his off-kilter rhythms and harmonies. Bang is hardly overshadowed, spinning out inventive yet swinging, structurally sound lines. With Ore’s fat bass sound and Cyrille’s pointillistic drumming providing a rock-solid but supremely flexible rhythm section, the liberties Ra likes to take are perfectly supported. The one-of-a-kind results speak for themselves.

-- Steve Holtje, New York Review of Records

	Billy  BANG
	Hip Hop Be Bop (Music by Billy BANG)
	1993
	32:42
	label: ITM Media

Henry Threadgill (см.) [a s]; Craig Harris [trb]; Brett Allen [g]; Wayne Providence [v]; Prince Dominique [v].

Produced by Billy Bang.

Our idea with this effort was to mix two genres – hip-hop (the underlying culture of rap music) and be-bop (the underlying culture of modern jazz). The two did not seem to exclude each other because both relied on unusual tempos and often dischordant harmonies for their effect. We believed that by honoring the principles of each form, they would naturally mix.

The phrase that was used to describe the overall effect is ‘surface tension’ where the melodies and rhythms sometimes challenge each other. By choosing the words and voice of a jazz poet we attempted to illustrate the literary heritage of contemporary rap and offer the listener a relief from standard predictable rhyme schemes by choosing the diversion of the reggae form we hoped to show that another popular modern form could carry the sophistication of jazz melody. In addition, reggae has heavily influenced the evolution of rap and has drawn its inspiration from the R&B music of New Orleans, itself a jazz extension. The listeners need not know anything except what they hear: challenging rhythms and intricate ensemble playing.

	BANYAN
	Anytime At All
	1999
	69:13
	jazz-funk

label: Cyberoctave Music (USA)   www.cyberoctave.com 

 “Supergroup.”   -- L.A.Times
“Virtuosos.”  -- Rolling Stone
An all-star crew featuring: Stephen PERKINS (Janes Addiction / Porno For Pyros) [d, perc, composer, producer]; BUCKETHEAD (см.) [g]; Rob WASSERMAN [upright bass];  FLEA [b]; Mike WATT [b]; Nels CLINE [g]; Willie Waldman [tp]; Dave Aron [cl]; Michael Mattioli [s]; Tom Lemke [sound EFX]; Ross Rice [k]; a.o.

Этот диск стал критерием в сознании и в фонотеке многих меломанов. Потрясающей красоты как запись, так и исполнительские качества участников проекта. Драйв не таков, чтобы сносить крышу, но зато он таков, чтобы уносить вашу душу. Да так, что после прослушивания этого диска не хочется возвращаться на грешную землю.

	Cyro  BAPTISTA
	Vira Loucos
	1997 
	45:16
	Down Beat 48th Annual Critics Poll: Percussion Of The Year TWDR (2000)
Бразильский перкуссионист Cyro Baptista (произносится по-разному) не так давно появился в Нью-Йорке, но уже лет пять считается незаменимым при исполнении и записи любой новой музыки.   --- АВ Салон
Cyro  BAPTISTA -- см. тж. с: Javon  JACKSON; James CARTER; Herbie HANCOCK “Gershwin’s World”; Dr. JOHN; Laurie  ANDERSON; Tim SPARKS; Arto LINDSAY; John ZORN; Frank LONDON (KLEZMATICS); David  SHEA ('Alternative'); Bobby  McFERRIN;
label: Avan (Japan)

plays the music of Villa LOBOS

Cyro Baptista [v, perc]; John Zorn (см. в ‘Alternative’) [a s]; Marc Ribot (см.) [el g, ac g, banjo]; Greg Cohen [b]; Chango Spasiuk [accordion]; Romero Lubambo [ac g, cavaquinho]; Nana Vasconcelos (см.), Vanessa Fallabella [v].

Dansa ............................................ 3’ 32’’

Passion in the Basement .............. 3’ 31’’

Cantiga .......................................... 5’ 47’’

Ama / Teresinha de Jesus ............ 4’ 52’’

Complaint / Sabia ......................... 3’ 12’’

Choro / Trensinho Caipira ........... 6’ 40’’

Chronos Number 8 ........................ 3’ 51’’

Dansa do Indio Branco .................. 3’ 32’’

Ciranda ............................................ 5’ 09’’

Sapo Cururu ................................... 5’ 02’’

   «In the middle of the miserable winter of ’96, Michael Tilson Thomas invited me to Miami to prepare a program of Villa Lobos with the New World Symphony Orchestra. When I got there, I found him sitting in a swimming pool of musical sheets. He was having trouble with a complicated transition from violas to violins. There were so many notes written on the paper he showed me that it seemed as if thousands of dead flies were laying on the music sheet. My immediate reaction was to play the berimbau and sing the simple Brazilian folk melody that Villa Lobos had based his composition on, and so I had the idea of developing a work based on the sources Villa Lobos used in his music, exploring the various percussion elements predominant throughout his work. Only a man of strange appetites like John Zorn (may God keep him like that), could give me the courage to make this idea come alive. As for Villa, if he turns over in his grave and throws up dust, I’m sorry. I am a live idiot.»  -- Cyro Baptista

Accomplished musician Cyro Baptista has played the complete range of percussion instruments from his native Brazil, as well as many other world instruments. Based out of New York, he showed up on a Paquito D'Rivera release, and on John Zorn's film works in the mid-'80s, and Baptista continued to appear on the occasional Zorn release throughout the '90s. Other artists Baptista worked with through both decades belie his versatility: Laurie Anderson and Herbie Mann. He has backed Brazilian artists Caetano Veloso, Tom Ze, and Marisa Monte (on her 1991 N.Y.C. who's-who-studded Mais), and appears on several '90s releases from jazz singers Cassandra Wilson and Holly Cole. Baptista's excellent and varied resume speaks of a strength of percussion that works in international, pop, and jazz musics. Zorn, bassist Greg Cohen, Marc Ribot, and Nana Vasconcelos perform on his first album as leader, Vila Loubos Vila Loucos. Released by Zorn's Avant label in 1997, the CD captures his wild interpretations of the music of Brazilian classical composer Heitor Villa Lobos.

	(Cyro  BAPTISTA)
	BEAT THE DONKEY
	2002
	45:29
	multimedia (enhanced) CD

label: Tzadik

www.cyrobaptista.com 

Madman percussionist Cyro Baptista has played witn an incredi​ble range of musicians, from Paul Simon, Wynton Marsalis, Cassandra Wilson and Herbie Hancock to Medeski Martin and Wood, Phish and Sting. A distinctive composer and vocalist in his own right, Beat the Donkey is his most exciting and longest running project.
Combining theater, dance and the martial arts with dynamic percussion music from around the world and soulful vocals, Cyro Baptista's Beat the Donkey is a wild and hilarious party for the ears.

BEAT THE DONKEY plays:
surdo, pandeiro, ceramic drum, hadgini, bottles, cow bells/sputnik, repinique, tamborim machine, Balinese gongs, rayong, metaliphones, cuica, caxixi, refrigerator, frog bells, triangles, piramid, woodblocks, newspapers, tamborim, vacuum cleaner hose, Coca-Cola gong, tap.

BEAT THE DONKEY is:
Cyro BAPTISTA, Amir Ziv, Cabello ROLIM, Kristina KANDERS, Max POLLACK, Sabina CIARI, Tamango, Tim KEIPER, Tisza COELHO, Tomer TZUR, Viva DE CONCINI, Ze MAURICIO

GUESTS:
MARC Ribot, JOHN Zorn, ANAT Cohen, ERIK Friedlander, FRANCISCO Centeno, KEVIN Breit, JAMIE Saft, JORGE LUCIANA Souza, NILSON Matta, PETER Scherer, ROMERO Lubambo, SERGIO Brandao, TONINHO Ferragutti, VANESSA Saft.

I know that BEAT THE DONKEY maybe sounds funny in English, but it sounds great in Portuguese. "Pau na Mula" means "let's go, let's do it!"
You must beat the donkey in order for him to move. With movement comes transformation.
The track SAPO (FROG) is about a frog that ends up turning into a boring prince.
In reality, he would rather just be a frog... with his big lips kissing, and long tongue caressing, transforming those who lie about their feelings and don't know how to dream or love.
Just a dreamer and a lover like John ZORN, my friend of so many journeys, who believed in us from the beginning.
Muito obrigado.
-- Cyro Baptista….Beat the Donkey
This album is dedicated to my campadre Nana VASCONCELOS from whom I learned so much... especially how to cook bacalhau.

	Chris  BARBER 
	The Entertainer
	1955-62
	58:34
	Chris Barber formed his very first amateur band in 1949 when he was only 19 years old. A year later he reorganised the band and modelled it at King Oliver’s Creole Jazz Band, in other words with a two-trumpet front line. However, in 1953 Barber renounced the leadership in favour of trumpeter Ken Colyer. who had just returned from New Orleans. After musical disagreements, Ken resigned and so Pat Halcox pined the band. On May 31, 1954 the fully professional Chris Barber Jazz Band played its first date at the Humphrey Lyttelton Club in London. This band included two musicians who would become famous in the following years: clarinettist Monty Sunshine and banjoist/vocalist Lonnie Donegan.

In 1955 Chris Barber signed a contract with independent record producer Denis Preston. which lasted until mid-1962. All recordings on this Compact Disc come from that period when «trad» records even entered the hit parade!

In 1959, during an American tour, Barber supervised a session with the intention of reviving the old Clarence Williams Washboard Band of the ‘twenties and ‘thirties. In a few titles Chris joined the band (on the original record as «T-bone Jefferson»!), one of these titles being «The Sheik of Araby». One year later Barber was back in the United States, now supervising and playing with a «dream band» as he himself called it. It contained some musicians ne admired very much, such as Edmond Hall and Sidney De Paris. Here we have four titles of Chris Barber’s American Jazz Band. This session is considered by many to be one of Barber’s best. The remaining titles reveal several aspects of the «normal» Chris Barber Jazz Band. In «New St. Louis Blues» and «When the Saints» we hear the band’s own vocalist, Ottilie Patterson, who for many years was Europe’s best blues singer in the Bessie Smith tradition. «Burgundy Street Blues» features the clarinet of Monty Sunshine who in 1960 won a gold disc for his «Petite Fleur,» which sold millions. Trumpeter Pat Halcox, already 33 years with Chris Barber, is heard in «On the Sunny Side of the Street.» Also here is the band’s signature tune, «Bourbon Street Parade», together with a march, cakewalk, ragtime, and a Duke Ellington title. And naturally Chris Barber has his own feature number: «Ory’s Creole Trombone»!

Altogether an interesting survey of Chris Barber’s talents as a musician and band​leader.

	Chris  BARBER
	Louis Jordan & Chris Barber
	
	51:02
	Black Lion 1991

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

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

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

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

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

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

RAY CHARLES: «He was such a greatshowman, with a sense of humour and an unforgettable tongue-in-cheek style that,  after hearing him once, I couldn ‘t forget him, and I became a great fan. His mastery of the alto saxophone impressed me so much that people tell me, even today, that my own alto sax style, in some ways resembles him. I have to admit that Louis Jordan has had a great and lasting influence upon my appreciation of music and, perhaps, even my performance.»

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

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

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

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

	Chris  BARBER
	Chris  BARBER & Dr. JOHN   

[+ jazz-band]:

“Take Me Back To New Orleans” / 

“In And Out Of The Town”
	1980
	72:42
	Out here in the colonies, it takes a long time for the cultural activities of the motherland to reach us. The Chris Barber album has finally arrived – like a note in a bottle after slowly following the tidal flow. Now that it has washed ashore, there is a broad smile on the bronze face of the proud general astride his rearing horse high on the pedestal in Jackson Square!

Despite the fact that this set has been avail​able in Europe for a little while, I feel com​pelled to discuss the work in view of it’s historical importance.

I initially learned about Chris’ superbly craf-ted album during the 1981 New Orleans Jazz Festival. Barber’s band was in town rep​resenting British Airways to ballyhoo the recently inaugurated direct flights from London to the Crescent City. A free concert at the International Hotel ballroom was not widely publicised and the attendance was poor. The concert featured many of the items in this album and I was very impressed. A few nights later, the festival producer, George Wein, hastily added the Barber band to a scheduled event at the Roosevelt Hotel. Their spirited performance left an indelible mark on those who witnessed the event It was prob​ably the highlight of the entire festival.

While «Take Me Back To New Orleans» was recorded in a London Studio by an inspired group of British musicians, the music is strict​ly in the New Orleans idiom. Barber has carefully imported the true essence of the genre, and skillfully distilled the basic elements. This pure distillate has been polished, refurb​ished, and updated with tasty aplomb. The resulting product should certainly establish the basis for jazz evaluation from this date forward.

We are treated to revitalised New Orleans sounds brightened with many textures and tones from a pallette of rich colours. This is an instructive lesson in jazz history – a veritable melange of blues, stomps, rags, and marches lovingly transported into the ‘80s. Sounds Impressive? It is!

Here is a refreshing contrast to the usually rigid structure employed by most traditional bands who constantly repeat the sounds of the *20s with ever diminishing inspiration. (Could seven successive generations of artists possibly sustain the original impact of Monet’s tranquil waterlillies a century after the French master discovered the technique?)

Initially, to set the scene for what follows, we are served a steaming musical gumbo – as tasty and spicy as the New Orleans setting would suggest. In Hoagy’s lovely New Orleans, Chris Barber deftly sandwiches thirty two bars of lilting dixie swing between a chordant brass choir and a chorus of cascading horns ala Horace Heidt – and it works! [...]

Chris Barber, one of the few band leaders who has survived the great British trad revival of the fifties, has matured into an innovating stylist. In this album, he greatly expands the scope of the music he loves. He approaches his craft with a reverant glance at the music’s history and a keen ear cocked toward the pre​sent. His original tunes have a staying quality. They will continue in your mind long after the last groove has been played – like leaving a theater with the musical’s hit tune ringing in your ears.

If this isn’t one of the best recorded exam​ples of contemparary New Orleans jazz, then red beans no longer rhymes with New Orleans!

    Floyd Levin (Extract from Second Line Magazine)

The music of New Orleans has always been our primary inspiration and our recent meetings with Dr John, Alvin Alcom and Freddie Kohlman, followed by a visit to the Crescent City in summer 1979 served to rekindle enthusiasm for this project, which has been at the back of our minds for some years. We wanted to express our love of the New Orleans heritage from the original Brass Band style to its descendant, the music of today, which transcends the narrow view of Jazz.

Since Brass Band music is played for marching we take the opportunity of offering a walking tour of the French Quarter starting with a short service of dedication and ending with the departure of the band in a homeward direction.

The band marches up to the cemetery, each musician stopping playing as a mark of respect as he walks through the gates. After Dr. John’s oration and the hymn Freddie Kohlman strikes up When The Saints and the band marches off to Canal Street, joined by the inevitable second line with their tin-cans and tambourines. On Canal Street the band alternate with some blues musicians in an impromptu concert and later, on Bourbon Street we hear Freddie Kohlman’s homage to Louis Armstrong and Dr. John’s to Professor Longhair.

The other performances present our thoughts, aided and abetted by Dr John, on the present day aspects of New Orleans music in its various guises • a celebration of the joy and life of the City of New Orleans!

Chris Barber

	Leandro 'Gato' BARBIERI
	In Search Of The Mistery
	1967
	39:36
	BARBIERI - см. тж. c: Donald CHERRY; Carla  BLEY; The JAZZ  COMPOSER’s  ORCHESRA; 

label: ESP Disk / ZYX-Music – историю лэйбла см. в XTRA_ESSAYS

Gato Barbieri [t s]; Carlo Scott [cello]; Norris 'Sirone' Jones [b]; Robert 'Bobby' Kapp [d].

	Leandro 'Gato' BARBIERI
	The Third World
	1970
	39:31
	label: RCA/BMG France 1970 / 1995

rec. 1969

Gato Barbieri [t s, fl, v]; Charlie Haden [b]; Beaver Harris [d]; Richard Landrum [perc]; Roswell Rudd [tr]; Lonnie L. Smith Jr. [p].

At the beginning, jazz was all of music for Barbieri. But now in this album, although he is certainly still very much a jazz musician, consider the composi​tions he has chosen. There is Villa-Lobos' Bachianas Brasileiras which, after a change of rhythm, turns here into an African song by Dollar Brand which is based on a poem by a black South African. There is also a tango by the Argentinian, Astor Piazzola. And before the Tango, Barbieri is heard on flute in an in​troduction that is the kind of song shepherds in northern Argentina play as they watch their flocks. Underneath the bass solo that follows, Gato has woven a chant-like song also characteristic of these shepherds. In addition, Barbieri selected a typical Brazilian tune, Zelao, the story of a man in Rio de Janeiro who has lost his guitar, the only thing he has with which to express himself. And perhaps most central to an understanding of Barbieri is the music in the album written by him in homage to Glauber Rocha, a 32-year-old Brazilian film maker, whose films, friendship and vision have been a decisive influence on Barbieri the musician and Barbieri the man. The title of the composition, Antonio das Mortes, is also the Title of the film for which Rocha won the Best Director Award at the Can​nes Film Festival.
«The character, Antonio das Mortes», Barbieri explains, first appears in an earlier film by Rocha, "Black God, White Devil". In the sertao — a grim, desperately poor region in northwest Brazil —Anto​nio is hired by the state to kill the cangaceiros, guerilla outlaws. He is highly successful as a official killer, but in the new film, Antonio das Mortes, this agent of the state has come to realize that the cangaceiros had been fighting on the right side, that they had
been fighting/or the poor. And so, by the end of the film, Antonio das Mortes has taken a position. He too has become a rebel».
On the album, in this track, Gato is heard saying in Brazilian what the leader of the cangaceiros screams as he is fatally shot by Antonio at the climax of the earlier film: «Stronger is the power of the peoples ! (Frieda Grafe, in Evergreen Review, describes Anto​nio das Mortes:«... a giant of a man in a dark-green cape, a purple scarf around his neck, his face—above all, his eyes — concealed by an enormous felt hat under which hangs his long, glistening black hair. He is sinister, he is somber, he is mute». But by the end, Antonio das Mortes has begun to see—to really see his world and himself in a radically different way).
But how did Gato Barbieri come to feel and comprehend the cultural as well as the political significance of Antonio das Mortes ? It was a circular route. Gato's father, a carpenter, used to play violin by ear. His uncle was a professional tenor saxophonist, but not a jazzman. For Gato, himself the force of music became overwhelming — and compelling—when at 12, he heard Charlie Parker's recording of "Now is the time". He had already been playing — a small clarinet, a requinto, because his hands were small. Then, starting around the age of thirteen, Gato studied clarinet with a private teacher in Buenos Aires, where his family had moved. Along with five years of clarinet, there were three years of alto saxophone lessons and two years of composi​tion study with the composer Juan Carlos Paz. But it was jazz which particularly absorbed Gato. Few American records arrived, but each was eagerly shared by him and a group of musician friends who felt as strongly as he about the music. And at eighteen, Gato began playing jazz, eventually joining Lalo Schifrin's orchestra. Besides his large group, Schifrin also headed a small combo in which Gato became a prominent member. When he was about twenty, Gato was given a tenor by a friends during a session. From that point on, drawn by the bigger sound, he as he puts it, «fell in love» with the tenor. During these years, Gato rejected the music of his own country. «I didn't listen to or understand the tango». he recalls. And as a jazzman, he had become pre-eminent in Argentina—leading his own groups, playing nearly all available recording and television sessions, and working with guitarist Jim Hall when the latter came through as an accompanist for Ella Fitzgerald.
But something essential was missing—stimulation. Gato's wife, Michelle, born in Buenos Aires, raised in Italy, remembers the dead-end feeling. «There was no competition ; no sufficiently challenging new musicians were coming up. We knew Gato had to leave. We spent some seven months in Brazil, but that didn't work out either. It was jazz he was looking for, and so in 1962, we left for Europe». At first they were based in Rome where Gato's reputation began to grow as he played in clubs and at the Lugano, San Remo, Bologna and Milano fes​tivals. He also worked with Ted Curson, and became involved with film-makers as well as musicians. In addition to Rocha, Gato underlines, he has been influenced by the film work and friendship of Gianni Amico and Bernardo Bertolucci. (Gato had already done a film sound track in Argentina, and in Italy he was involved in the music for "Before the Revolution", "L'Harem" and "La Bella Grinta" as well as having done the sketch of Gianni Amico's "Notes for a Film on Jazz"). Musically, his influences had spread from Bird to Dizzy Gillespie to Sonny Rollins and Miles Davis and men to John Coltrane. Ornette Coleman was a particularly liberating force, and a key event in Barbieri's development was his meeting Don Cherry in Paris in 1965. «Because Don had been so integral a part of the first recordings by Ornette that I'd heard», Gato observes, «I wanted very much to play with him. What happened was extraordinary. We met, and he invited me to a rehearsal the very next day. And for two years we worked quite steadily through-out Europe. Don also brought me to New York for the first time in 1965 where we recorded "Complete Communion".
But during these years in Europe, years in which he kept expanding and testing his freedom as a jazz im-proviser, Gato began to recognize that he had been ignoring his own roots. And he started to listen to the tango, realizing that the way in which authentic tango players improvise has the same power, fee​ling and spontaneity for them as jazz does for its players. «It was through jazz». Gato now says, «that I first learned to express myself; but now I can be even stronger in that expression if I keep learning more about my own musical background, my background in the third world». Gato's first Flying Dutchman album, then, marks his point of return. And after making the album, he went back to Argentina toward the end of 1969 with the intent of incorporating more of his roots into his music so that he can spur himself and others to understand what is happening in the culture of South America.
«I want eventually to return to New York—perhaps by the spring of 1970 — and start my own group», Gato adds.
«And it will be a group very much involved in the music of the third world. I cannot predict what di​rections our music will take, but I am convinced that this intermingling of cultures will continue. For me, it has been a long journey in which the essentially black culture that is jazz led me finally to examine where I myself have come from». Gato meanwhile very much concerned with the need for fundamental social and political change in the third world. But he himself is essentially an artist. «And that leads», he points out, «to a duality that many of us suffer from. Can an artist help make a revolution? No, you can bring revolution into you art, but you can't make a revolution with art. The revolution has to come by political means. But perhaps the music, if it is beautiful enough, can help people begin to change a little bit—begin to change in their consciousness so that they will be ready to move in other ways, political ways. Perhaps. That's all I can say».
A similar question perhaps can be asked of the films of Glauber Rocha. And a tentative answer has been given by Amos Vogel, who has written of those films that «especially in "Antonio das Mortes", they as​sume the flamboyant sweep of revolutionary folk epics, replete with a mysticism both surprising and appropriate for a leftist in the second half of the twentieth century, when rationalism has revealed its limitations, and deeper layers of consciousness and reality are being proved by the new revolutionaries of our day». And it is in this respect that the music of Gato Barbieri also probes deeper layers of consciousness, beginning with his own. «Where I want to arrive at musically», he says, «is the point at which I will be able to express what is in me through the born as naturally as the act of walking, of breathing. The way it is now, you have a thought, and then you proceed to execute it. My dream is to eliminate that step in the process so that the music will flow instanta​neously, the music will be so natural that other peo​ple will respond to it as naturally as the way it is made. It would be a beginning toward being natural in all.

At base, that kind of liberation is a most revolu​tionary goal — the feeling of the self from the evasions and the auto-anesthesia that allow poverty, cruelty and opression to go on and on. Art cannot make a political revolution, but art can expand consciousness, inner and then outer, so that people begin to know who they are, where they are, what they are responsible for, what they can become. It is this kind of music that Gato Barbieri, plunging as deeply as he can into himself, is creating as he returns to his source.
«I have gone a long way around», Gato said shortly before going back to Argentina, «to discover something that has always been with me but which I thought could only be found somewhere else. Now, so many things are coming together—the blackness of jazz, my own nativeness. There may be some lucky people who are born knowing, who are born mature. I was not one of them. And that's why it has taken me all this time to get to this stage, but along the way, I learned a great deal about myself. And I learned how much there is yet to know. That I will try to discover and say in the music to come».
Gato Barbieri is 34, and now, having absorbed much from jazz, he is giving to it from his own sources. There is no telling how diverse and unpredictable and challenging the product of these regenerated roots will be in the continuing odyssey of this jazz​man of the third world. But it will definitely be distinctively Gato's.
-- Nat HENTOFF (original liners notes, 1970)

	Leandro 'Gato' BARBIERI
	El Pampero
	1971
	55:01
	label: RCA Victor / BlueBird, 2002  www.bluebirdjazz.com (original LP issue  by Flying Dutchman, 1972)

Gato Barbieri [t s]; Lonnie Liston Smith [p]; Chuck Rainey [el b]; Pretty Purdie [d]; Sonny Morgan [conga]; Na-Na [perc, berimbau].

Charged with all the fever-pitch excitement of artists discovering new terrain, this live concert is a burning volcano. One of those privileged moments when jazz is transformed from the fugitive to the unforgettable.

-- Jazzman

Gato Barbieri's Flying Dutchman Night perfor​mance at 1971 Montreux Jazz Festival is an experience those of us who were fortunate enough to be there will long remember. It was his second appearance of the evening, and the fact that the audience stayed until four a.m. to hear him after his tantalizing solo with Oliver Nelson's big band is indication enough that an extraordinary musical event was about to hap​pen. Pianist Lonnie Liston Smith and percus​sionist Na Na were the only members of Gato's regular group to make the trip, and the fact that the Argentine saxophonist was able to draw Pretty Purdie and Chuck Rainey, who had come over with Aretha Franklin and King Curtis, into his musical orbit, along with Leon Thomas' conga drummer Sonny Morgan, speaks for the force of Gato's personality as much as for the ability of his accompanists. It takes determination to mold a pickup band into a mighty engine of unified intent and power, and yet the band you hear here sounds like its members all grew up hearing the wind howl accross the pampas. This life force, projected through the music, literally pushed the audience back into seats, like the force of an accelerating aircraft. You would have to have been there — or to have seen the group on NET'S Montreux special — to catch the details: the ecstatic smile on Na Na's face as he locked the rhythm section into the strong yet subtle South America rhythms, Gato directing the group by waving his arms and almost dancing as he played, inscrutable
under his broad-brimmed black hat but com​municating to every member of the audience with his huge, penetrating sound and impec​cable time; Purdie, who had already played with Oliver Nelson, Larry Coryell, Harold Alexander and Eddie "Cleanhead" Vinson that night, summoning his fiercest, most commit​ted energy rush of the festival; Lonnie Liston Smith raining washes of sound over the band​stand while Na Na and Sonny Morgan talked back and forth. Together these musicians tur​ned the evergreen "Brasil"and the elegant bal​lad "Mi Buenos Aires" into pieces of lasting beauty that, unlike so many other transient flowerings, were captured by producer Bob Thiele and engineer Stephen Sulke. The magic comes again with every listen, because there was direction and focus from first note to last, and because the excitement is right there in the music and not, as is so often the case with live recordings, in lost peripheral phenomena. Gato has a vision of a Third World music that speaks to, and for, the dispossessed peoples of the materially underdeveloped parts of the planet. The power of this Third World, like the power of Gato's music, is spiritual rather than economic; closer to nature than to techno​logy; more akin to earth and sky than to the constructions that separate them. This world and this music is certain of the future, because the future belongs to it; the energy that once sent Western man out across the ocean and into the interior reaches of every hemisphere is now coming back at the West from lands that were only occupied, never won. The purpose, patience, and faith that have helped Gato realize his vision are the same forces that sustain the peoples of the Third World against the vampires who are trying to turn their countries into interchan​geable annexes of corporate-owned luxury hotels.
There is a poem by the Chilean Nobel Prize win​ner Pablo Neruda called "Oda al Gato", which Gato's wife Michelle helped my wife translate from the Spanish and which could very well have been written about Gato Barbieri. It reads in part:
solo el gato
aparecio completo
y orgulloso:
nacio completamente terminado,
camina solo y sabe lo que quiere
only the cat
appeared complete and proud:
he was born completely finished,
he walks alone and knows what he wants.
-- Bob Palmer (original liner notes, 1971)

	Spencer  BAREFIELD
	After The End
	1987  
	44:02
	free jazz / free- fusion

label: Sound Aspects Rec.

Spencer Barefield [ac g], Oliver Lake [as], Hugh Ragin [tpt], Richard Davis [b], Andrew Cyrille [d].

	Joey BARON
	Down Home
	1997
	45:29
	Joey BARON – см. тж. (в ‘Alternative’) с: John ZORN; Naked City (ZORN); Bill FRISELL; Josh ROSEMAN; Tim BERNE; Anthony COLEMAN;
label: Intuition

all compositions by Joey Baron

Joey Baron [d]; Arthur Blythe (см.) [a s]; Ron Carter (см.) [b]; Bill Frisell (см.) [g].

Drummer Joey Baron was born in Richmond, VA, into what he described as a "Jewish working-class family" (Songline/Tonefield Productions). Baron was heavily influenced by the rock, jazz, and TV themes of his youth, and taught himself how to play through close listening and watching other musicians. Although he has backed artists from a range of the musical spectrum -- from Tony Bennett to the Los Angeles Philharmonic, from Laurie Anderson to Al Jarreau -- most of Baron's work has been in jazz. He has played with classic greats such as Dizzy Gillespie, Art Pepper, and Stan Getz, and with the more avant-garde musicians of '80s and '90s downtown N.Y.C, like John Zorn, Tim Berne (he and Baron co-led the group Miniature), the Lounge Lizards, and Naked City. Besides his activity through the '90s with Zorn's Masada quartet (with trumpeter Dave Douglas and bassist Greg Cohen), Baron led his own group, Barondown (featuring young sax great Ellery Eskelin), which has released three albums: Crackshot, RAIsed Pleasuredot, and Tongue in Groove.

	Joey BARON
	Elliott SHARP, Joey BARON, Roberto ZORZI:

"Beyond"
	2002
	51:16
	avantgarde
label: Audiotorium
JB: beats & rhythms

ES (см.): plays 8 string guitar bass and acoustic guitar, soprano sax, loops

RZ: strumming on guitar, dobro & 8 strings electric bass, loops

Recorded in New York in 2000, this trio perform some exceptional avant-garde improvised music, using electronics and loops, featuring both electric and acoustic moments. The trio features two of downtown N.Y.C.'s finest avant-garde musicians of the '80s and '90s; composer and multi instrumentalist Elliott Sharp is a ubiquitous "downtown" player, and John Zorn's favored drummer, Joey Baron, is outstanding on this candid session. The trio is completed with Italian guitarist Roberto Zorzi, who is a unique and distinctive musician, seemingly unlimited by string instruments. With Joey Baron providing angular beats and electronic rhythms, Elliott Sharp and Roberto Zorzi exchange between sundry instruments -- eight-string bass and acoustic guitar, soprano sax, and loops, dobro, and electric bass. Recorded and mixed by Sharp, the ten tracks on this CD exhibit some highly inventive music that sits on the improvised/post rock/experimental axis.
  
  
1. 
  
Consumo critico (Critical Consumption) 

3:23

  
  
2. 
  
Same Day Transfer 

4:16

  
  
3. 
  
Not Credit Card 

6:07

  
  
4.
   
Long Steps (And Well Laid) 

4:03

  
  
5. 
  
Out of My Pocket 

4:49

  
  
6. 
  
Mi rado di rado (I Shave Myself of I Shave) 

7:53

  
  
7. 
  
The Erotic Dwarf 

0:58

  
  
8. 
  
Kursk 

16:32

  
  
9. 
  
Full Amount in Cash 

0:48

  
  
10. 
  
Beyond 

2:02

	‘Sweet Emma’ BARRETT  & Her Dixieland Boys featuring Jim Robinson
	“The Bell Gal” 
	1961
	55:03
	label: Riverside Records (Fantasy Inc) (CA, USA) 1994; Limited Edition Series: New Orleans / The Living Legends

Emma Barrett [p, v]; Percy Humphrey (см.) [tp]; Jim Robinson [trb]; Willie Humphrey [cl]; Emanuel Sayles [g, banjo]; McNeal Breaux [b]; Josiah Frasier [d].

Even though the days of New Orleans jazz are now clearly numbered, one remarkably good and quite suc​cessful new band of real authenticity has come into being in that city in recent years. Its leader in no way appears or behaves like the last torchbearer of a dying art form. Her business card proclaims, with joyous brashness: “SWEET EMMA and Her Dixieland Boys. THE BELL GAL. Former Pianist of the Old Original Tuxedo Jazz Band. RINGING HER BELLS, and Spanking the Ivories with Blues and Dixieland Jazz.”

A purist would consider the music of this band New Orleans jazz rather than Dixieland, but Sweet Emma is too good a businesswoman to quibble about terms. For her, the combination of some of the very finest still-active New Orleans sidemen and a startling gimmick has proven to be a winner. Her gimmick is a pair of garters with dozens of tiny bells sewn on them, a bright red dress, and a red beanie with still more bells on it — all of which transformed Emma Barrett, an oldtime band pianist who had been working in neighborhood dance halls and Bourbon Street clubs for years without achieving any great fame or success, into “Sweet Emma,” leader of one of the most popular bands in the city.

During the 1920s girl pianists were something of a rage with Negro orchestras in New Orleans, Emma Barrett was a regular member of the Tuxedo Band in 1923. Later she worked with “name” dance orchestras, under John Robichaux. Armand Piron and Sidney Desvignes, but she spent the 1940s and ‘50s playing in four or five-piece groups in small local clubs. It was the proprie​tor of one such Bourbon Street night spot who gave Emma her first set of ringing garters. She invented the rest of her Bell Gal outfit and promptly formed a band of her own.

In large part Emma is following a tradition of “popu​lar” jazz in New Orleans that derives from Papa Celestin’s band. Celestin had maintained a good dance orches​tra in the ‘20s, getting a goodly share of the country club and other “society” jobs. During the post-war New Orleans revival, his very considerable home-town come​back was also made possible by upper-class New Orleans (in many cases his new fans were sons and daughters of those who had hired his bands many years earlier), and the fact that his name retained its magic and kept the name of jazz popular in many quarters even after Papa’s death in 1954 has been of value to more than one present-day band. Sweet Emma has been able to appeal to Celes​tin fans, tourists, and devotees of pure traditional jazz alike, by combining Celestin-style showmanship with a band capable of playing more real jazz than any that Papa ever fronted. (That grand old man was never the trumpet player Percy Humphrey is now, nor did he ever have a trombonist the equal of Jim Robinson.)

Emma first led a quartet that played regularly for almost a year in the relaxed atmosphere of the Old Absinthe House. Now the band, often enlarged to seven pieces, is in constant demand for private parties and dances all over Louisiana and neighboring states.

Emma herself is bony as a crow, and her piano style is just as lean and spare. As she plays her knees bounce from side to side, setting her little bells ringing. Emma says she would rather play than sing and has never taken her vocals very seriously. The first time she ever heard her own voice was during the playbacks at this session, and she was surprised and pleased. Said Emma: “Why, I sound just like a real old time blues singer!”

The musical director of the band is Percy Humphrey, who has set for it some very high high standards. As a trumpet player, Percy has all the tools: tone, technique. imagination and taste. His playing is lyrical, hot and always original. He exploits the upper register of his horn far more than older men like Bunk Johnson and Kid Thomas (см.), but his playing remains beautifully con​trolled and within the New Orleans idiom. (The main reason he is not better known outside New Orleans is that his insurance job prevents him from leaving the city for any length of time.) Willie Humphrey is 60, about five years Percy’s senior and a far more cosmopolitan figure. He began his career with the famous Excelsior Brass Band in 1919, played with King Oliver at that year’s World Series in Chicago, worked with riverboat bands during the ‘20s, and after World War II toured with Paul Barbarin. Emma depends on Willie’s abilities as an entertainer: he can sing, dance and clown with the best. Contrastingly, he is an excellent musician who has always been able to play about as much New Orleans clarinet as the situation demanded.

Jim Robinson’s gutteral trombone was one of the foundations on which the entire New Orleans revival was built. Emma had long considered him the ideal trombonist for her band, and as soon as Jim announced his intention of staying close to home, induced him to become a regular member. “Cie” Frasier’s stick technique on snare drum and wood blocks and his bass drum work exemplary; his approach to drumming is perhaps more characteristic of the traditional style than that of any other still-active drummer in the city. The banjo is popu​lar wih Sweet Emma’s audiences, but the lady herself says that she personally would rather hear Emanuel Sayles play the blues on an unamplified guitar. McNeal Breaux, a nephew and pupil of Wellman Braud, is a magnificent cook and is busy operating his restaurant, but says that it now seems well enough under control for him to leave it whenever Emma has a job.

Emma was quite excited about the recording session. She showed up at Les Jeunes Amis Hall with a long list of the favorite tunes of her most ardent fans, but mid​way through the first take someone suddenly realized that she had forgotten her bells! “Without the bells the people won’t believe it’s me,” she said, and the session was held up for a half-hour while Emma dashed home. When she returned, she was resplendent in scarlet and jingling from head to foot!

This is far and away the best-organized jazz band now playing regularly in New Orleans. The purely ensemble style of years ago has with them given way to a form of jazz in which there is a place for the short, exciting solo. Even Frasier is turned loose on occasion, and some of the tunes — particularly those with vocals — build into rather elaborate production numbers. But the essence of New Orleans music is still very much in evidence: the three-horn polyhony in the ensembles, the firm yet supple rhythmic backing, and a feeling of relaxation that avoids all that is mechanical or contrived.

	Kenny  BARRON
	Scratch
	1985 
	42:14
	K.B. -- победитель “DownBeat readers/critics poll winners” в категории: Piano (1992/93) 

Kenny  BARRON – см. тж. с: Freddie   HUBBARD
Когда в середине 50-х Кенни Бэррон пришел в ритм-энд-блюзовое «комбо» (так тогда называли любой ансамбль современной музыки) Мела Мелвина, ему было всего двенадцать лет. По закону в США несовершеннолетним разрешается работать по вечерам лишь в исключительных случаях, да и то с разрешения и под присмотром родителей. Присматривать за юным пианистом Бэрроном поручили его старшему брату саксофонисту Биллу, которому в то время было уже под тридцать.
Теперь среди классиков современного джаза трудно найти того, кому хотя бы однажды не аккомпанировал пианист Кении Бэррон. С начала 70-х Кении Бэррон стал выступать как солист и руководитель собственных проектов (некоторые из них удостоены «Грэмми») и получил должность профессора в престижном университете Rutgers.

label: enja

K.B. [p]; D. Holland (см.) [b]; D. Humair [d].

[K.B. – гениальный пианист и композитор, чье имя, мы надеемся, не нуждается в комментариях]

Kenny Barron. A pianist of well-tempered dynamics and taste. A cautious and brilliant accompaniest in the be-bop tradition who carries on the touch and tradition of Hank Jones and Tommy Flanagan. An essential element in the 1962-66 Dizzy Gillespie Quintet and 1970-75 Yusef Lateef Quartet. An occasionally recording leader and frecuent collaborator with his older brother, saxophonist Bill Barron. Leader of a trio with Buster Williams and Ben Riley that has been the most in demand in New York for the past ten years for every major jazz artist who comes to town without his own band. That pretty much sums up the world’s image of Kenny Barron and what he has to offer.  But recently, things have been changed. New Yorkers have a problem. How do we tell our friends in the international jazz community how amazing a person is if his records don’t substantiate that claim? It wasn’t till a Ronnie Mathews album on Bee Hive that the rest of the jazz world heard the fiery, magnificient Frank Foster (then age 50) that we heard for so many years.  Likewise, it is this album that will let the international jazz community hear the Kenny Barron that has been simmering in New York with Sphere and Bob Hutcherson over the past few years.  ENJA’s producer and co-owner, sensed the potential in Kenny Barron that New York locals had been hearing. As an astute listener and frequent visitor to the Jazz Capitol he decided to do something about it. He called Kenny from Munich in early 1985 to propose a recording with Dave Holland and Daniel Humair. Kenny told me, “I said yes immediately. I had never played with either man, but respected their work and wanted to.” At the same time, Kenny saw this as an opportunity to break out of his image. “I’ve always been typecast as a be-bop pianist. And I have a lot of other things in mind. This was a chance to do something else. I want to break out of that.” So a Philadelphia pianist, a British bassist and a Swiss drummer come together  for the first time in a New York recording studio. The results are magnificient. These three men of diverse geographic and cultural backgrounds share the world language of jazz. And they each excel at it. Moreover, they are gentlemen and respectful artists, who are secure in their own existences. A very special and lovely time was had by all. It is now here to be shared. Plans are also being made for this spontaneous trio to appear at some festivals and special events in the future.

	Kenny  BARRON
	Live At Fat Tuesdays
	1988 
	70:06
	label: enja

Kenny Barron [p];  E. Henderson-[tp]; J. Stubblefield-[t s]; C. McBee-[b]; V. Lewis-[d].                                            

	Kenny  BARRON
	Together
	1990
	37:41
	duet: Tommy Flanagan [p – right] & K. B. [p – left]

	Kenny  BARRON
	Sambao
	1992 
	59:58
	K. Barron-[p]; T. Horta-[g]; N. Assumcao-[b]; V. Lewis-[d]; M. Cinelu-[perc]

	Kenny  BARRON
	Other Places
	1993 
	67:18
	K.Barron-[p]; R. Moore-[s&t s]; B. Hutcherson-[vib]; R. Reid-[b]; V. Lewis-[d]; M.Cinelu-[perc]

	Kenny  BARRON
	Wanton Spirit
	1994 
	63:31
	Kenny Barron [p]; C.Haden [b]; R.Haynes [d]

For half a century, Bebop, in a sputtering rage, promised rockets and fireworks, girandoles, catherine wheels, colliding comets, crackers and bangs. And all of sudden, we settle in for a long wait, doubting and concerned, as if, after a sleepless night, the dawn is a long time in coming. Bebop was an ordeal:  here it’s become a kind of menace. The theme that dazzled us, stunned us, and sometimes distracted us from the essential, now forces us to look jazz in the eye, that same jazz of today which, so it’s whispered, has increasing difficulty in finding new words to speak the truths of old. The same jazz which would fall back on the dictionary to find words of convenience, handy school-words, were it not for a few unshakeable reminders from people of all ages and persuasions, people who every morning, in a geometrical undergrowth of freeways, one-way streets, signposted sideroads and parking-lots, reinvent the trails followed by musical truants.

The Bebop of Kenny Barron, Roy Owen Haynes and Haden knows all that bebop has gone through. It knows that, despite its triumphal appearance, dressed in the splendour of the end of the century, bebop is mortal. But it also refuses to admit that the die has been cast, one way or the other. It’s quite a task to give suspense to a film when all are convinced that every detail has been known for ages. It’s quite a task to give virginity back to the loves of one’s youth. And yet this is the sole objective of the three —  the rest is merely virtuosity, which is already some kind of miracle, but basically quite little.  With time, no doubt, comes patience. This can be the best and worst of all things. The best, in any case, when it is a polite word for relentlessness. If one renounces taking one’s illusions for reality, so much the better. (Wynton Marsalis and others have opened the eyes of an entire generation to its ignorance and naivety, bless them). If one renounces taking illusion’s reality for a mirage, then music becomes possible again. The avant-garde, today, are old ladies. Some of them will soon be a hundred years old. Artists’  revolutions have gone so far that their only remaining option is to go backwards. Jazz, if it cares to, will still be able to revisit stupefaction, all that chaos, and go from there to learned cacophony, and on to friendly dissonance, and thence to the delights of the harmonies of our fathers, before reviving the corpse of Buddy Bolden. I’m afraid that only he would be amused (together with those dummies who’d kick themselves for not laughing first). Whereas by finding a sense of myth and mystery again, one is at least certain to touch the eternal. That which is eternal in Man, if not the eternal in Art.

In a famous article, Andre Hodeir once defended the thesis that, with most jazzmen, the creative existence ends after forty. However, he himself mentioned some prestigious exceptions to the rule (Sidney Bechet, for example). “Wanton Spirit” invites us to add at least three others. Having been on the trail for some 35 years already, Kenny was born in 1943, six years after the solid fifty-year-old Charlie. In less than two years, Roy will be celebrating his 70th birthday. So what do we see? The pianist is one of those rare men who, as days and records go by, perpetually discover new temptations within themselves, undreamed-of powers, and an  increasingly subtle talent for using a language that is stronger and stronger, and more and more personal. A “Musicians’  musician” when he was noticed by Dizzy in 1962, he is becoming —  as Down Beat’s last poll shows —  a living legend. Here’s a creator who, better than many has learned to interiorize his passion. In other words, to tighten his intimacy with it (so as never to cause it to lie), and hold it at bay in his playing (so as not to dilapidate its potential). Kenny gives of himself without reserve, but not without control. One should be aware that, in real life, we are talking about one of the great silent ones. A holy terror of bantering, albeit brilliant, is conspicious in these ten tracks. As is an extreme modesty, associated with a faultless sincerity. At the same time as a perfect integrity that never becomes austere. Mr Barron, in short, is as easy to live with as he is difficult to please (to please himself, I mean). Here’s a man whose experience, whose science of the keyboard, would allow him to take a few liberties with music. He permits himself none. So much so that it’s disconcerting when, on the shoulders of Roy Haynes, in this space of a “Madman” even crazier than its title, he transforms himself into a toro de fuego —  but a toro bravo all the same, a bull wanting his own moment of truth also. As an exquisite ballad player (Tom Harrell’s touching “Sail Away”, for example), favoured with a lyricism as generous as it is delicate (“The Loss of a Moment”), capable of turning nostalgia into consolation (“Passion Flower”), capable of restoring melancholy’s innocence and wonder (“Melancholia”), he could leave it at that, and bask in the comfort of well-deserved success. Instead of which, he tempts the devil. There’s nothing more insidious, nor more  unusual, to use a phrase (meaning “disturbing”, in fact) than this twilight “Bebop”, beneath its outward appearance as a gentle song. (We notice, in passing, that the left hand is almost completely absent). There’s nothing more significant than his tightrope act on “Take the Coltrane” either, where so many others would have pulled some obvious strings. And what a formidable metaphor--  concrete--  for dogged-ness, gallantry, strictness, the challenge to oneself!

Roy Owen Haynes. He hasn’t yet been sanctified by unselfconscious prelates, but he doesn’t care, since the keys to paradise have been in his pocket for years now. All the great drummers have invented something. Roy Haynes invented Roy Haynes, a bottomless treasure, the “sound of surprise” made man — and he’s still inventing! He continues to be newer than a freshly-minted coin, newer than his own youth, newer than the very idea of youth in a jazzland where boys of twenty play at being their own grandfathers. If I could have been a jazzman, I would have wanted to be Roy Haynes. Or his right foot, at least, let’s not be too greedy, that right foot that talks in “Take the Coltrane”, and speaks poetry when it talks. There’s a thousand who stir the dust with milling arms, and believe they’re sowing the seeds of a storm, when all they reap is air. Roy, on the other hand, discovers the spark that sets gunpowder afire. Either you’re a wizard or you aren’t.   —  Alain Gerber.

	Kenny  BARRON
	Swamp Sally
	1996
	65:45
	label: Verve

Kenny Barron [p, k, double b]; Mino Cinelu [mandolin, banjo, g, d, perc, v].

	Count  BASIE
	Frankly Basie
	1962
	48:14
	[Count Basie plays the hits of Frank Sinatra]

	Count  BASIE 
	Ella & Basie :  On The Sunny Side Of The Street
	1963
	42:11
	arr. by Quincy Jones

Count  BASIE & His Orchestra

	Count  BASIE
	Basie & Zoot [Sims]
	1975
	47:26
	Count Basie [p, organ]; Zoot Sims [t s]; John Heard [b]; Louis Bellson [d].

	Count  BASIE
	Prime Time
	1977
	43:05
	Count  BASIE & His Orchestra

	(Count  BASIE)
	The  COUNT  BASIE  ORCHESTRA:

“Long Live The Chief”
	1986
	64:34
	The Count Basie Orchestra directed by Frank Foster.

	(Count  BASIE)
	The  COUNT  BASIE  ORCHESTRA:

“The Legend, The Legacy”
	1989
	60:38
	

	BASSDRUMBONE
	Wooferlo
	1989
	46:54
	label: Soul Note

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

              Bass Drum Bone

Monk might have danced to this band.

Harlem Juillard jig, his

Wool hat and goatee steaming.

Expected the laughing elephants of India

To come hip-wagging from stage left,

And Ray to blow Yardbird Suite

Out its slack trunk.

Gerry sneaking up behind it,

Mallets at the ready.

Nobody with elbows on their knees.

Nobody with chins on their palms.

Fat bone thunder in the belly.

Mark stroking the neck of a horse

That will never be saddled.

The wind in her long bright mane.

Smile.

A room full of earlobes.

A room full of toys.

Gerry is playing the floor.

Ray plays the ceiling.

When it’s over, Mark yanks a piano

From the shadows and asks where’s

Boo Boo?

She’s waltzing with Ida Lupino

While Gerry meets the Press,

Ray busy being the

Smile.

Busy making Mudpies.

Music always the child of noticing.

Seed signs hotel register,

Flower books fight west.

Sky waits.

We have all the time in the world.

We have all the time.

The world?

Time comes first!

Bellies hold the thunder.

The elephant’s eye.

Submarine sandwich.

Ida asking Boo Boo Who?

Monk’s earlobes.

Riderless horse breathing hard

Through Harlem.

Chins, elbows, audacious purple cracks

In the night.

Purple.

Bass. Drum. Bone.

Jass. Thumb. Drone.

Mark. Gerry. Ray.

Dark. Merry. Play.

Delicious mudpies

To still the thunder.

Heart. Beat. Anthem.

The dreams of

An elephant laughing.

That long blue

Trunk.

[...]

                                                        Dou Lang

	BASSDRUMBONE
	Hence For Reason
	1997 
	64:37
	label: enja
состав как выше

	Django  BATES  & HUMAN CHAIN
	Cashin’ In!
	1988 
	45:14
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000) 

Django BATES - см. тж.: Tim BERNE, Jacques BREL

label: EG

Django Bates [k, tenor horn, steel pan], Steve Arguelles [d], Stuart Hall [strings, piccolo].

 Django Bates – пианист / клавишник, участник группы First House, выпустившей несколько альбомов на фирме ECM.

D.B. создал мощные проекты современного джаза с элементами и free, и jazz-rock-fusion, и bebop, c развитыми инструментальными секциями.

	Django  BATES  & HUMAN CHAIN
	Summer Fruits (And Unrest)
	1993
	57:23
	В проекте участвует много исполнителей, но от вещи к вещи состав варьируется.

	Django  BATES  & HUMAN CHAIN
	Winter Truce (And Homes Blaze)
	1995
	66:40
	как выше.

	Konrad  BAUER                                   
	Toronto Tone       [live 1991].
	1992 
	43:58
	label: Victo

Konrad Bauer [trb, electronics].

Rest assured, the trombone is not just a semi-cylindrical bore, especially in the experienced hands of Konrad Bauer. And while it would be wrong to call them commonplace, works for unaccompanied trombone are hardly without precedent. In fact, the solo slider has a rich history and a wide range of contemporary practitioners. Preceded by compositions like Luciano Berio's Sequenza Vand Carlos Roque Alsina's Consequeza, a variety of jazz and free improvising musicians began experimenting with the form in the 1970's . At the midpoint of the decade, a spate of recordings fixed the status of the trombone as a solo instrument. Tromboneliness demonstrated how far Albert Mangelsdorff had pushed multiphonics. Stately lines and intense phrasing exposed George Lewis'endless idea factory on his Solo Trombone Record. Paul Rutherford and Gunter Christmann each released several solo outings, documenting their work with mutes and extended tonguing, tapping, kissing and vocalizing techniques. Meanwhile, Vinko Globokar persistently performed (and recorded) his own and others' compositions from the growing classical repertoire. Since then, Jim Staley, Alan Tomlinson, Stuart Dempster, Wolter Wierbos and Dave Taylor have joined the ranks of one-man tailgators.
Coming out of the East German rock and improvised music scenes in the late '70s, Konrad Bauer, too, chose to pursue the solo slide show. In group contexts, he made records with a guitar-drum-bone trio and his "Doppelmoppel" quartet (doubling pleasure with his trombonist brother Johannes, and guitarists Uwe Kropinski and Helmut "Joe" Sachse), and he appeared on two records as a member of pianist Ulrich Gumpert's Workshop Band. All were released on the West German FMP label, for which he also recorded with the quintessential DDR free jazz quartet, Synopsis. Other releases appeared in East Germany, as well as a date with Italian reedman Gianluigi Trovesi for Dragon. An upcoming CD on the new Maya label, Elsie Jo, sets him up with improvising greats Barry Guy, Evan Parker, Irene Schweiser, Barre Phillips and Paul Lytton.
As a soloist, Bauer released two LPs on the state label, Amiga Jazz, and one on a West German Riskant label. The third of these, Fluchtiges Gluck, was recorded in an underground water tank with a 45 second natural delay, and its ghost is audible in the electronically produced echoes on Toronto Tones. In particular, the title cut has the same cavernous, aquatic ambiance, its sumptuous melodic theme reverberating like a long distance whale call. Elsewhere, Japanisches Spielzeug (hinton) finds Bauer tossing trombone stones into placid sonic pools, playing the ripples off one another as they rebound around.
In practice, echo is a tricky thing. More often than not, it's employed as a way of covering something up, of blurring uncertain attack, as a cheap cosmetic for slick and "professional" sound. Used in this way, echo isn't part of the music, it is something done to music. It is something added on, a sort of aural colorization. Dub reggae long ago proved that echo is not entirely beyond redemption, however. Like the best dubmasters -- Lee Perry, King Tubby, Adrian Sherwood -- Bauer's use of echo is integral to the music. He treats the device as a secondary musical instrument and another mode of resonance. For Konrad Bauer echo is not an afterthought.
Formally, echo is a type of loop, a return. A loop starts again after it has finished. It mistakes its end for its beginnig, its hinton for its vorn, or as W. S. Merwin says: "the tail gets in front of the head." And loops are strange beasts. In one sense, they are ultimately conservative, classical, the archetypical closed form. After all, what more is a loop than a picture-perfect recapitulation? Then again, like echo, loops have the potential to open things up. Once beginnings and ends are fuzzy, things become more immediate. And improvisation is the art of immediacy.
Toronto Tone contains three distinct kinds of loop. There are electronic loops -- the echo effects already mentioned, the contrapuntal repetition-march that closes Flutz, and the deeply throbbing bed beneath the contoured melodies of Japanisches Spielzeug (vorn). Manipulating these "Japanese playthings" with an improvisor's acuity, he never lets the hardware soften the music. Manually, Bauer sometimes uses circular breathing, a respiratory loop most often associated with saxophonists. For example, he neatly contrasts this technique with an electronic chorus effect in Flutz, where protracted lines suddenly split in two.
If it seems like this disc is all loops and echoes, it is really much more. Bauer is well acquainted with his instrument's history and he borrows liberally from the past. What's more, he's not above a sheer blues blast, and in places he nearly blows his sackbut off. But this is also a new chapter in the story of the lone'bone. Bauer is experimenting, both in the details of articulation and improvisation and at a larger level, with forms. The final twist on this CD, then, is its overarching formal loop. Note how its first piece is the end of its last, how its conclusion starts again at the top. Of course, the only way to experience this last loop is to employ the preferred listening mode for this disc, which you'll probably want to do anyhow: go ahead, set your player on "repeat".
-- John Corbett, Chicago, February 1992

	Conrad BAUER
	Hummelsummen
	2003
	55:41
	label: Intakt  www.intactrec.ch 

rec. 2002

Conrad Bauer [trb].

One of Europe's finest free jazz trombonists, Bauer is one of those many unfortunate artists who have largely fallen through the cracks of public and critical consciousness. He's no secret among musicians, however; his many collaborators include such leading avant-gardists as Louis Sclavis, Derek Bailey, Han Bennink, Anthony Braxton, Peter Brotzmann, Gerry Hemingway, Fred van Hove, Peter Kowald, George Lewis, Butch Morris, Tony Oxley, and Barre Phillips. Bauer spent his early career in East Germany, studying trombone in Dresden and Berlin. He spent the '70s and '80s leading his own bands in the GDR; he led the state jazz orchestra in 1987-1988. His profile rose in the '90s as he began recording for Western labels. His solo appearance at the 1991 Victoriaville (Canada) Festival was recorded and issued on the Victo label. He's since recorded several times under his own name and as a sideman for the Intakt and FMP labels, among others. His brother Johannes Bauer is also a prominent free jazz trombonist.

Conrad Bauer has worked hard through the years to advance his often astonishing, though sometimes subtle, technique on the trombone. For a long time, he worked out of a vacuum from his native East Germany, where he had few opportunities to interact with musicians from other countries, and where even obtaining up to date recordings was difficult. As a result, he developed an original style that he has continued to refine through the years. For those who play the trombone, seeing (and hearing) Bauer perform live can be exhilarating, in part because he does things that few others can do as well on the horn. On the other hand, solo trombone recordings can be excruciatingly tedious to listen to, particularly for those who are not intimately familiar with the instrument. Unlike his earlier and fascinating though not entirely compelling Toronto Töne, this one does not rely on electronics, but focuses on the pure sound of the trombone. Bauer plays brilliantly (though often surprisingly conventionally), but for most this is likely to be very difficult music to hear at a single sitting. The trombonist uses much in his arsenal sparingly to weave his magic: circular breathing, flutter tonguing, pedal tones, trills, and architecturally complex lines. His articulation is sometimes (and surprisingly) inexact, which might be objectionable to purists, but Bauer is not trying to project a classical technique but to express his personality and original ideas through the horn. He largely succeeds, and while many will prefer his work with groups such as the fabulous Zentral Quartett or Doppelmoppel because of the greater diversity of sounds and the more exciting solos, Bauer is always worth hearing.

1. Willkommen und Abschied -9:25

2. Kaskade -3:44

3. Hokuspokus -10:41

4. Klage -10:18

5. Geheimnis -4:54

6. Frohliches Dur -4:47

7. Hummelsummen -11:38

all compositions by Conrad Bauer

	Sidney  BECHET
	The Legendary Sidney Bechet
	1940- 41
	65:37
	Digitally remastered by RCA Bluebird in 1989. This reissue has been prepared by transferring the best available source material to digital tape, which has then been reprocessed by Sonic Solutions, using their unique computerized NoNOISE system. NoNOISE is designed to remove virtually all imperfections and aural distractions (surface noise, pops and clicks, scratches, rumble, etc) commonly associated with vintage material, without altering the basic recorded sound. Thereafter, only minimal re-equalization has been applied; the goal has been to preserve the musical qualities and ambience of the original recordings in as clean and clear a form as possible.

As jazz approaches its ninetieth year, it becomes increasingly clear that, despite the proliferation of practitioners the world over, there is still a small handful of musicians whose work towers head and shoulders above the rest. Whether this select company should, for instance, include Art Tatum and Charlie Parker can still be considered a matter for debate. I would elect to limit the top-​most echelon of “improvising composers” to just three figures: Louis Armstrong. Duke Ellington. and the star of this set of reissues—Sidney Bechet.

Bechet’s career followed an erratic path, but ended with a grand burst of success. Born in New Orleans in 1897, he was borrowing his older brother Leonard’s clarinet to practice under the house at the age of eight. Soon he was a member of the group formed by his older brothers, the Silver Bell Band; and by the time he was fourteen, he was being escorted nightly by Bunk Johnson to play in “The Quarter.”

Young Sidney left New Orleans in 1916, along with his pal Clarence Williams, to tour with a theatrical stock company. In 1918 he turned up in Chicago with Freddie Keppard (the cornetist who, two years earlier, had made an incredible error in judgement by turning down an offer from Victor Records to make the very first “jass” recordings). But during the 1920s, while his New Orleans peers King Oliver, Louis Armstrong, and Jelly Roll Morton were making their reputations playing and recording in Chicago, Bechet was wandering around Europe, going as far as Russia. He returned to the United States in December 1930—just in time for the Depression. After a brief success leading a small band at New York’s Savoy Ballroom, from which period stem the earliest of the selections heard here, he spent most of the decade buried in Nobel Sissle’s orchestra (often playing bass sax!) and running a tailor shop in Harlem.

In the 1940s, his series of recordings for Victor, radio ap​pearances with the “Chamber Music Society of Lower Basin Street,” and the Eddie Condon Town Hall concerts in New York all brought him increasing popularity. He returned to France in 1949, and his first concert, at the Salle Pleyel in Paris, was an astound​ing success. During the 50s Bechet became an international celebrity in Europe, with his records selling in huge quantities. At the time of his death in 1959, his song Petite Fleur was a world-wide hit, althoug ironically not his own recording, but one by Chris Barber, an English bandleader.

The titles in this collection, although made when Bechet’s career was at a low ebb, find him at the very pinnacle of his artistic powers. It was a period when he had curbed the raw exuberance displayed on the “Blue Five” records of the 20s, but did not indulge in the over-sentimentality that marred some of his work in later years. His musical associates varied greatly in style, but for the most part were excellent players, ranging all the way from the New Orleans veteran Jelly Roll Morton to a 24-year-old trumpet firebrand like Charlie Shavers. [...]

+Paris sessions 1951 (12’39’’; общая сумма времени = 78:16) :

1. Egyptian Fantasy (Bechet)

2. En Attendant Le Jour (Bechet)

3. Society Blues (Bechet)

4. In The Groove (Bechet)

->Braxton/Parker

	Jeff  BECK
	Wired
	1976
	37:23
	Jeff  BECK – см. тж. с: Tony HYMAS (в 'Alternative');

Jeff Beck [g]; Jan Hammer[k]; Max Middleton [clavinette, rhodes, d]; Narada Michael Walden [d, p]; Wilbur Wascomb [d]; Richard Bailey [d]; Ed Green [d].

	Jeff  BECK
	Flash
	1985
	41:16
	“When he’s on, Beck’s probably the best there is.” — Jimmy Page

	Jeff  BECK
	Jeff Beck’s Guitar Shop With Terry Bozzio And Tony Hymas
	1989
	39:58
	Барабанщик Terry Bozzio работал с Frank Zappa, UK, с собственной группой Missing Persons, записался с David Torn (см.). Tony Hymas и Terry  Bozzio – участники группы The Lonely Bears (см.).

    Jeff Beck has been breaking the rules of guitar playing and expanding its horizons ever since he recorded his star-influenced lines on “Heart Full of Soul” with the Yardbirds in 1965. He explored psychedelia with the Yardbirds, laid the foundation for heavy metal with the Jeff Beck Group, pioneered jazz-rock fusion as a solo artist in the Seventies and has remainded a trend-defying iconoclast in the Eighties and Nineties. “I’m an awkward son of a bitch when it comes to doing the expected,” explains Beck. Rarely relying on effects, Beck has strangled a universe of sounds out of his guitar and amp, playing as if his bare fingers were hardwired to his heart. Utilizing every inch of his axe, Beck can make his guitar sound like a howling beast or a choir of angels. In the last five years, Back has mastered more styles than most artists attempt over an entire career. Playing with the wild abandon of an adolescent and the passion of a romantic soul, Beck still remains a dangerous radical of the guitar. — “Guitar World”, feb 1997.

	Ritchie BEIRACH
	Chant
	1990 
	57:23
	free-jazz duet

label: CMP

David LIEBMAN (см.) [s s] & R.B. [p].

	(Ritchie  BEIRACH)
	QUEST:

“Of One Mind”
	1990 
	41:15
	free-jazz

label: CMP

Dave Liebman (см.) [s s], Ritchie Beirach [p], Ron McClure [b], Billy Hart (см.) [d]

 “As a concept, the notion of spontaneous improvisation is universal and as old as man itself. In jazz, it lies at the core of the music’s lifeblood. On this recording, we have addressed ourselves to the challenge of nearly absolute spontaneity, within the context of our own group language. Nearly, because true 100% improvisation infers no preconceived plan, not even verbally stated. This remains as a future challenge facing our group. What we did start out with here were rhythmic and textural frameworks agreed upon immediately prior to the session. The rest was completely spontaneous and, incidentally, recorded in one take.” 

— Quest.

	Ritchie BEIRACH
	Self Portraits       
	1992 
	47:26
	free-jazz,  импрессионистические зарисовки.

label: CMP

solo piano

	Gregg BENDIAN
	Myriad
	1999
	65:55
	free jazz / improvisational music

label: Atavistic (Chicago)  www.atavistic.com 

Gregg BENDIAN’s INTERZONE: Gregg Bendian [vibraphone, glockenspiel, fuzz vibes]; Nels Cline [g, slide g]; Alex Cline [d, perc]; Steuart Liebig [b].  Interzone contact: abbidoshi@aol.com 

1. Interzonia 1

2. Interpid

3. Pattern Master

4. Diaspora

5. Drive

6. Sanctuary (by John McLaughlin)

7. Tactics

In memoriam Red Norvo & Milt Jackson

	Gregg BENDIAN
	Nels CLINE & Gregg BENDIAN:

"Interstellar Space Revisited":  The Music of John Coltrane
	1999
	59:38
	label: Atavistic (Chicago)   www.atavistic.com 

Nels Cline [el g]; Gregg Bendian [d, perc, vibes].

Rec. 1998

1. Mars

2. Leo

3. Venus

4. Jupiter

5. Saturn

6. Lonie's Lament

All compositions by John Coltrane

Doing a new version of the John Coltrane / Rashied Ali duets of Interstellar Space might seem like a pretentious idea, but it came about rather innocently while playing with Gregg Bendian in his group, Interzone. Gregg's startling speed and dexterity had me pushing the limits of my own technique as we explored the freedom and limits of composition and improvisation. "If we're gonna keep on like this, we should just go ahead and cover Interstellar Space!" I joked. And so we did. We performed it live a few times and gradually our own voices emerged.

Our offering here is, ultimately, our homage to John Coltrane and Rashied Ali, to that point where serenity and fury, consideration and abandon become one, united in inspiration, in aspiration. We offer it humbly and with respect. N.C. (3/99).

This recording is my love letter to Free Jazz drumming   G.B. (12/98)

	Samm  BENNETT—см. в ‘Alternative’ section
	
	
	
	label: Knitting Factory Works

	Han BENNINK
	MINAFRA - REIJSEGER – BENNINK:

"Noci...Strani Frutti"
	1991 
	43:49
	Han BENNINK - см. тж. c: Peter  BR(TZMANN; Matthew SHIPP; Eugene  CHADBOURNE (cм. ‘Alternative’);
Bennink / Reijseger – с: CLUSONE 3

free-jazz
label: Leo
Live At Europa Festival Jazz
Pino Minafra (см.: MINAFRA, тж. с: ITALIAN INSTABILE ORCHESTRA) [tp, voice, didjerido & other things], Ernst Reijseger (cм.) [el & ac cello, voice] , Han Bennink [d, perc, voice & other things]. 

Talent and powerful sound exploding through a provocative and risky challenge full of intrigue not only for the audience but for themselves, their musical world and instruments. A tormented search for lost form, replaced by the changing and haunting flow of music and emotions. 

It is the meeting of European schools of improvisation: 

Bennink’s physiological timing and ability to get swing out of the stage boards provide a rhythm machine in perpetual motion. He produces all kinds of creative stimuli, but it always ready to destroy whenever he realizes that he is resorting to cliches.

Minafra gives us an instrumental voice and a scat song loaded with irony, Latin warmth, rhythmic tension with short cantabile allusions ranging from free jazz to brass band marches. (Pino Minafra, soloist and composer, was the leader of the Praxis group, and later of his own quintet. He has long been associated with European and American musicians including Enrico Rava, Giancarlo Schiaffini, Karl Berger, Muhal Richard Abrams, Tony Oxiey and the Dutch pianist Misha Mengelberg).
Reijseger’s cellos are capable of classical phrasing, guitar cords, double bass touches, wild excursions on the high registers, along with a wide range of tone-colours.

This was the first opportunity for these three personalities to play together unrehearsed, but one could say that they had been rehearsing for this performance all their lives.

In fact, the set was a denial of musical form in the strict sense. If there was a structure underlying the performance of the trio, this was represented by the musi​cians' memory referred to as evocation, that is by the deep assimilation of previous experiences prompted by a cello phrase, a roll, a jeer played on trumpet. The workings of the mind are referred to by virtue of the incredible speed with which the musicians' sound associations materialize and by virtue of their sudden shift of creative levels.

Despite the high concentration of sound ideas, the listener still has the time and pleasure, both physical and aesthetical, to follow the evolution of the music of Minafra, Reijseger and Bennink, even though his expectations are denied when happy intuitions and new sound mixtures are dropped. The concert, however, centres on the constant rhythmic tension, the wide range of situations, atmos​pheres, combinations and contrasts arising among the three musicians.

It is no accident, therefore, that the whole performance completes at least sixteen different musical "pictures". It is up to the listener to find them out, but let me draw attention to a mocking tarantella, a long drawn trumpet note contrasting a drum set and cello figure, a circus march of childish flavour, a simple folk melody which takes on blues rhythms and cadences when played in a higher key, Minafra's vocal interventions halfway between rap and surrealistic gags, revisited and estranged South American rhythms, an ironic quotation of Caravan, the archaic and deep sound of didjerido. There are really very few wasted notes throughout this long, improvised piece, composed through the memory, reflexions and artistic taste of three great musicians.

	(Han BENNINK)
	Misha MENGELBERG, Steve LACY, George LEWIS, Ernst REYSEGER, Han BENNINK:

"Dutch Masters"
	1991
	46:45
	jazz-influenced creative music
label: Soul Note

rec. 1987

Misha MENGELBERG (см.) [p], Steve LACY (см.) [s s], George LEWIS (см.) [trb], Ernst REIJSEGER (см.) [cello], Han BENNINK [d].

1. Dutch Masters (Lacy)

2. Off Minor (Monk)

3. Reef (Mengelberg)

4. Kneebus (Mengelberg)

5. Hornin' In (Monk)

6. Utah (Lacy)

Acclaimed pianist Misha Mengelberg is the respected leader of the Dutch ensemble ICP Orchestra, yet is equally known for his integral role in the development of the jazz-influenced creative music that sprang up in the Netherlands starting around the 1960s. Most often found in lineups with drummer Han Bennink, Mengelberg has been mixing composition and improvisation since the '60s and, due to his developed and distinctive style, has come to be regarded as one of the top pianists in jazz. Despite a long and full career that began before his performance on Eric Dolphy's Last Date, and continued for decades beyond, Misha Mengelberg remains a household name only among avant-garde jazz fans, amazingly much less known among jazz fans in general. 

Mengelberg was born in 1935 in Kiev to musical parents — his mother was a harpist, his father a well-known pianist and conductor — but his family immigrated to Amsterdam when the political climate around them became hostile toward his outspoken, activist parents. Mengelberg began playing both chess, his favorite game, and the piano, well before the age of ten. His first years on the piano found him improvising, then learning boogie-woogie. He heard his earliest major jazz influences in the late '40s: Charlie Parker and Thelonious Monk, who was not highly regarded by many of the musicians in Mengelberg's community at the time, but whom Mengelberg considered to be the most harmonically interesting jazz musician he had yet heard. 

Misha Mengelberg, son of notoriously stringent conductor Karel Mengelberg (nephew of Willem), gave up studying architecture after a brief time to attend the Royal Conservatory (in the Hague) and focus his efforts on music, namely composition and classical music. At the conservatory, he studied under, among others, his father's friend Kees van Baaren. Mengelberg was incapable of playing the piano fast (something he has claimed hasn't changed, he simply adapted such limitations into his own style) and his compositions during that time were conceptual, and certainly experimental, which failed to impress his instructors. The young pianist also came into contact with John Cage and his music during this time, while attending a program at Darmstadt. This further opened his mind to a different, modern, more experimental kind of approach to composition, which Mengelberg did not completely abandon even when changing his musical focus to jazz; his compositions kept an ironic stance. For instance, in the early '70s, he created a piece with the translated title of "With the Very Polite Greetings of the Camel." The performance of this work involved Mengelberg sawing a chair into the shape of a camel accompanied, of course, by an orchestra. 

Two future collaborators, Han Bennink and (saxophonist and Kollektief leader) Willem Breuker, first heard Misha Mengelberg play around the time that he won the 1959 jazz competition at Loosdrecht. On a personal note, it would be just a few years later that Mengelberg would meet his life partner Amy Chattelin while in the Hague. Around the same time at the Hague, Mengelberg first heard saxophonist Piet Noordijk play. The early '60s brought a quartet with Bennink and Noordijk, which had a few different bassists (including Gary Peacock), and a trio that backed Johnny Griffin in 1963 and, the following May, backed Eric Dolphy for a few gigs, including the concert that was released as the album Last Date. 

Mengelberg's first album as a leader, The Misja Mengelberg Quartet As Heard at the Newport Jazz Festival 1966, was recorded during his first trip to the U.S. Around that time and back home, Mengelberg won the Wessel Ilcken Prize. He also judged a local jazz competition in which he heard the young saxophonist Willem Breuker for the first time. Later that decade, Mengelberg would join in on the start of the label and group concept ICP begun by the now-collaborating Bennink and Breuker. ICP stood for "Instant Composers Pool," referring to a phrase and style coined by Mengelberg: "instant composing." The name ICP quickly became an umbrella for a wide variety of lineups, and remained such during its first decade of existence. It wasn't too long before these groups included either Breuker or Mengelberg but not both, as the two musicians had clashing opinions on approaches to live performance, what ICP should be and many other musical issues. Breuker wanted tunes and rehearsals, Mengelberg wanted instant composing. Breuker wanted more people admitted who would have equal voting rights, Mengelberg wanted the core three members to have final say. Both also had different takes on music theater, in which ICP got involved during the late '60s. Mengelberg was also not as driven to perform as often as either Breuker or Bennink. So, both Mengelberg and Breuker led their own ICP gigs, with Bennink (who didn't choose sides) performing in both, although more often with Mengelberg. 

Mengelberg and Bennink had a trio with the frequently visiting British saxophonist Evan Parker beginning in 1969, followed by a quartet with reedsman John Tchicai and guitarist Derek Bailey, which toured briefly and recorded two albums between 1970 and 1971. Months before this, the core duo of Parker and Bailey were joined by saxophonist Peter Brotzmann, trombonist Paul Rutherford, and saxophonist Peter Bennink (Han's brother) for what became the septet album Groupcomposing. During this time, Mengelberg and Bennink also recorded an untitled duo for the ICP label. Breuker and Mengelberg were also key instigators in the overhaul in Dutch government funding of jazz, resulting in regular grants somewhat controlled by the musicians in an organization called BIM and a space for the musicians to use that was dubbed the BIMHuis. Mengelberg ended up president of BIM and, by 1972, Mengelberg was also the artistic director of STEIM. The Studio for Electro-Instrumental Music was begun with a few other people including pianist Louis Andriessen (son of modern classical composer Hendrik Andriessen), a friend of Mengelberg's since his days at the conservatory. Some musicians pooled the equipment they had managed to buy so far with grant money and, through STEIM, tried to educate interested persons. During the early '70s, Mengelberg held a course to teach musicians how to utilize electronics. He remained director of the organization until the end of the decade. Not too long after his departure from STEIM, he also stepped down as BIM president. His grass-roots efforts in music education continued, however, and he has held a weekly open-door composition workshop (for anyone who wants to show up) at a conservatory. 

The early '70s also brought the inevitable splintering of ICP, and musicians went with either Mengelberg or Breuker, ultimately resulting in the Willem Breuker Kollektief and the ICP Orchestra. The latter group had a continuously changing lineup for several years, during which only Mengelberg, Han Bennink, and American tuba player Larry Fishkind were mainstays. Some of the rotating members included Brotzmann, John Tchicai, cellist Tristan Honsinger, and more before the group stabilized years later with the personnel of Mengelberg, Bennink, trombonist Wolter Wierbos, reedsman Michael Moore, bassist Ernst Glerum, cellist Ernst Reijseger, saxophonist Ab Baars, trumpeter Thomas Heberer, and, off and on, cellist Tristan Honsinger. Due to the larger roster, the "instant composing" tenet shifted slightly to "conducted improvisation," with Mengelberg conducting from the piano. The group's recordings came relatively few and far between, but include ICP — Tentet in Berlin (SAJ, 1978), Japan Japon (DIW, 1982), and Jubilee Varia (Hatology, 1999). In addition to this, Mengelberg has paid homage to Thelonious Monk and Herbie Nichols with this group, and has led his own releases on several prestigious avant-garde jazz labels such as Hat, FMP, and Soul Note, including Who's Bridge (Avant, 1994) and Two Days in Chicago (Hat, 1999). During the 1998 Chicago sessions that became the Hat release, Mengelberg and a few other Dutch musicians (including Ab Baars) performed with some of the best current avant-garde jazz musicians of the city (and the U.S.), including AACM tenor sax elder Fred Anderson and the most recent McArthur Genius Grant recipient saxophonist Ken Vandermark. 

Over the decades, Mengelberg collaborated with many of the best and best-known players in European avant-garde and American free jazz. He was part of the Dutch group that played with Cecil Taylor in 1967 (around the same time he was participating in absurdist music theater), has played with leading British, German, and other European players, and has contributed compositions to Alexander von Schlippenbach's groups such as the Berlin Contemporary Jazz Orchestra. In addition to his years of collaborating with explosive percussionist Han Bennink, Mengelberg performed regularly with Wim T. Schippers between 1974 and 1982. The pianist has also led one of the consistently best creative jazz orchestras for over two decades. Even in the late '90s, and into the next century, the ICP Orchestra was touring regularly, including a return to North America for many highly anticipated and well-received performances.

	Han BENNINK
	Ray ANDERSON, Han BENNINK & Christy DORAN:

"Cheer Up"
	1995 
	51:41
	label: Hat ART                     

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

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

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

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

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

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

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

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

	Han BENNINK
	Myra MELFORD and Han BENNINK:

"Eleven Ghosts"
	1997
	48:42
	label: Hat Hut

rec. 1994

Myra Melford (см.) [p]; Han Bennink [d].

"The iterating of these lines brings gold;

The framing of this circle on the ground

Brings whirlwinds, tempests, thunder and lightening."

-- Christopher Marlowe, Dr. Faustus

	Han BENNINK
	Ellery  ESKELIN & Han BENNINK:

“Dissonant Characters”
	1999
	58:45
	label: Hat Hut

rec. 1998

Ellery Eskelin (см.) – tenor sax

Han Bennink – drums

Given Han Bennink's reputation and no-nonsense attitude when it comes to improvising in a duet situation, most of his performances with American musicians lacked something. It's easy to see now what that something was: the full technical and/or soulful presence of the other player. In this duet with New Yorker Ellery Eskelin, Bennink has found as formidable an opponent in an American as he did in Sonny Rollins some years back. Over the course of ten improvisations, Eskelin and Bennink dig deeply into their basic-level knowledge about jazz and bring to the cutting room, where they slip around and chase each other through rhythmic, harmonic, and timbral rabbit holes. The title track, which serves in a way as a backdrop, or hinge, for the entire proceeding is a plethora of contradictions: consonance and dissonance, inside versus outside, to swing or not to swing, to play the blues or blow as freely as possible, and how often to shift gears. Bennink's slickness as a drummer makes him a huge obstacle for some as a duet partner because he never looks to do the same thing twice, and goes far out of his way to avoid any traps that might hem him in. Eskelin grew up and learned to swing first and then improvise. He has a deft sense of timing for a saxophonist. His own playing, whether in screeching arpeggios in a free mode ("Incontrario") or shifting gears and engaging the more pastoral side of melodic improvisation that roots itself in the blues ("Alias"), is rubbery, mutable, bendable, which makes him the perfect "singing" voice for Bennink - witness this on the Monk contributions ("Sights Unseen / Brilliant Corners" and "Let's Cool One"). This is a lighthearted disc with heavy-duty jams on it. The playing is among Eskelin's finest - which is saying a lot - and is easily the finest of the recorded duets between Bennink and the Americans. A necessary addition to the duet library, or the fans of either man; this is one hot, smoking, gorgeous platter. 

Flutter [Bennink, Eskelin]

Dissonant Characters [Bennink, Eskelin]

Incontrario [Bennink, Eskelin]

Oloraz = (Barolo) [Bennink, Eskelin]

Alias [Bennink, Eskelin]

Bud + Shake [Bennink, Eskelin]

Sight Unseen / Brilliant Corners [Monk]

No Pyrrhula, Pyrrhula (= Bullfinch) [Bennink, Eskelin]

Let's Cool One [Monk] 

Pro Tanto [Bennink, Eskelin]

	Han BENNINK
	Han BENNINK, Eugene CHADBOURNE, Toshinori KONDO:

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

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

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

Two one-track recordings (with no titles).

Han Bennink - drums, piano, tenor saxophone, soprano saxophone, Bb clarinet, trombone, harmonica, voice.

Eugene Chadbourne (см. в 'Alternative') - electric Epiphone guitar, acoustic steel bodied dobro guitar, piano, voice, personal effects.

Toshinori Kondo - trumpet, two different euphoniums (one of them Polish), Pignose amplifier, percussion, voice.

	Han BENNINK
	Han BENNINK & Eugene CHADBOURNE:

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

HAN BENNINK - drums 

EUGENE CHADBOURNE (см. в 'Alternative') - electric guitar, acoustic guitar, 5-string banjo, electric rake, vocals

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

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

	George  BENSON
	The Other Side of Abbey Road
	1969
	31:38
	George  BENSON – см. тж. с: Freddie   HUBBARD
label: Polydor (Japan)

George Benson [g]; with: Herbie Hancock (см.) & Bob James [p, organ, harpsichord]; Ron Carter (см.) [b]; Idris Muhammad [d]; Ray Barretto & Andy Gonzalez [perc]; Jerome Richardson [t s, cl, fl]; Freddie Hubbard (см.) [tp]; Hubert Laws [fl]; and oth.

	Steve  BERESFORD
	Signals For Tea
	1995 
	65:11
	Стив Бересфорд -- бри​танский джазмен-авангардист, композито​р и мультиинструменталист.
label: Avant (Japan)

lyrics by Andrew Brenner.

produced by John Zorn.

Steve Beresford [p, v]; John Zorn (см. в 'Alternative') [a s, back voc]; Dave Douglas (см.) [tp, backs]; Greg Cohen [double bass, backs]; Kenny Wollesen [d, backs].

Greg Cohen и Dave Douglas – см. тж. с John Zorn.

№ 1- 11, 13 =  58’ 10”  + bonus tracks (S.B. solo [v, p]) № 12,14.

   “Luxury is more ruthless than war” — Juvenal.

 Джазовые песни в стиле “ретро”. Но, в отличие от собственно джазовых, “строгих” ретро-проектов Zorn’а (см. например с J. Patton; Sonny Clark Memorial Quartet), здесь он допускает дозу гротеска.

Steve  BERESFORD: My Favorite Ethnic Recordings

Their names are lost in the recesses of my memory but, in the early ‘70s someone took me to the Horniman Museum in South East London and introduced me to someone else who played me the second side of The Music of Tibetan Buddhism Record 3. The sleeve notes said: "eleven sections, alternating full percussion with chant accompagnied [sic] by cymbals and pole-drum."
"I heard a sound I'd never heard before, but which, for some reason, I connected to... for me the shock has always been the realization that you have recognized something nothing could have led you to expect to recognize" -- Greil Marcus on Robert Johnson: but that was pretty well my reaction to the music of the monks of the Jyume Tatsang Monastery, Lhasa. And whilst Marcus's feeling of recognition might be put down to the fact that every rock record he'd ever heard had deep-seated Robert Johnson influences, the same was definitely not true of Tibetan music. Only later did I hear Evan Parker and Paul Lytton's duo and, 25 years later than that, note the influences of Tibetan "long sustained vocal tones, with harmonics accentuated by changes in the nasal cavity, periodically interrupted by enormous crashing cymbals and insistent little drums" on the CD 2 Octobers (Emanem 4009). Maybe it's a pity that Evan doesn't do much overtone singing down at The Vortex these days, but he was quite keen on it in the '70s.
I'm pretty sure that BM 30 L 201 I was the first record of traditional music I ever bought (I hesitate to use the word

"ethnic" [all human music is ethnic] or "world" [unless it's from outer space it's from this world].) And it got regularly played on our late-night student radio show, alongside other musics we'd just discovered with that aforementioned mixture of shock and recognition -- Robert Johnson, Albert Ayler's Spiritual Unity, Karyobin by the SME. Only later did I realise that listening to music from all cultures was a tradition inside the improvised music community.
What were the qualities of the Tibetan music which grabbed my ear? The outlandish soundworld (somewhere I read that it's supposed to be a sound picture of what you hear when you put your fingers in your ears); the utterly different time base (they felt like they could go on for days); the relaxed, non-mathematical approach  to  rhythm;  the  Ivesian simultaneity; and the power of a music which seemed to mix the most extreme and earth-bound terrors and joys.

	Steve  BERESFORD
	DANGER IN PARADISE (Steve  BERESFORD  &  David TOOP): "General Strike"
	1995
	47:58
	label: Piano (England)

Steve Beresford [b, p, farfisa, tp, fl h, euphonium, perc, glockenspiel, v, toy piano, melodica, drumkit, k]; David Toop (см. в 'Alternative') [g, prepared g, b, perc, fl, alto fl, v]; David Cunningham (см. в 'Alternative') [producer, tape treatments]; guests: Lol Coxhill (см.) [t&s s]; Dawn Roberts [v]; Maartje Ten Hoorn [violin].

1. my other body 3.49 

2. the fatal glass 2.43 

3. next day 1.24 

4. babycart to hell 2.36 

5. snowdrops 3.40 

6. the barkless dog 4.21 

7. parts of my body 3.04 

8. interplanetary music 3.40

9. bamboo house of dolls 3.25

10. interplanetary dub 3.00

11. we travel the spaceways 3.22

12. friendless animals 1.02

13. sea hunt 4.07

14. guided missiles 4.11

15. danger in paradise 3.10

Born Wellington, Shropshire, 1950; Piano, trumpet, euphonium, voice, low-grade electronics, bass guitar, small instruments, composer, arranger. 
Steve Beresford started playing piano at age 7, studied the classical repertoire of the instrument and was encouraged to investigate orchestral music (through the trumpet) at age 15 in preparation for reading music at university. Though playing the Hammond organ in a soul group offering covers of Otis Redding, Sam and Dave and Motown hits occupied much of his time and most of his enthusiasm, he still was persuaded to study music at York University. On completion of his course, he stayed in York, working in theatre groups and working men's clubs, but also playing improvised music and promoting it, putting on, for example, the duo of Derek Bailey and Han Bennink at the University. 

Since moving to London in 1974, Beresford has been involved in hundreds of music projects, working across the full spectrum from free improvisation through jazz-based material to pop, reggae and MOR songs and on to fully scored music for films, dance and even corporate contracts. 

On improvisation, he told Bradshaw, 'Being involved in improvised music was the single most important factor in developing my understanding of music. Playing improvised music was a liberating force, a culture where you could ignore conventional rules, build up and formulate your own individual technique.' Though a member of the nicely named and little recorded (one long since deleted cassette) Three Pullovers Steve Beresford is perhaps best known - for his early activities - as a member of Alterations. This group began in 1977, comprised Beresford, Peter Cusack on guitars, David Toop on flutes and Terry Day, drums, percussion, and lasted for nine years. Discussing the reasons behind the beginnings of Alterations with Bailey (1992), Peter Cusack said '... we seemed to have no problem including anything in Alterations - it could be any instrument, a tape of bird song or quotes from any style of music. There was nothing which was taboo.' The group also became known for including more and more electric instruments in their live performances. At around the start of Alterations, Beresford was a member of one of the earliest versions of Company and he also performed at one of the last London events, in 1994 with The Shaking Ray Levis and Roger Turner. 

Some of his other work in improvisation has included an irregular though continuing duo with Han Bennink - for example, a tour of Canada in June/July 1995 (see Downbeat, October 1995; p. 66 for comments on their appearance at the International Jazz Festival in Vancouver); solo piano ( at the 1981 Holland Festival and at The Kitchen in NY in 1987); a trio with Michel Doneda and Dennis Palmer in 1990; a tour of the southern US states in 1992 with The Shaking Ray Levis and Catherine Jauniaux and later the same year a tour of England with The Shaking Ray Levis and Roger Turner; appearances at the October Meeting in Amsterdam with Anthony Braxton, George Lewis, Michael Vatcher, Ab Baars, and Wolter Wierbos (released on Bimhuis 003 and Bimhuis 004); a duo with John Butcher; a variety of work with John Zorn, including, in 1990, a show of improvisations with Ikue Mori (drum machines), Arto Lindsay (guitar) and Christian Marclay (turntables) and others, and a show of film music and songs, and, in 1994, the recording of Signals for tea. 

Beresford has also been involved in the conduction ensembles of Butch Morris, appearing on the recording of Conduction 31 (see discography below) and also arranging the Arts Council-sponsored tour of a primarily UK ensemble for November 1997. As an arranger and composer for improvising ensembles he produced the CD Spirits rejoice for the Dedication Orchestra in 1991 and Ixesha in 1994; arranged for John Stevens' 10-piece group for the London Jazz Festival in April 1993; was commissioned in 1993 by the CIM Festival in Den Haag to write something to introduce modern music to the public in a playful way - this turned out to be a game piece Fish of the week ; in May 1994 was commissioned by the London Musicians' Collective to compose a piece for their festival; and in 1996 produced Ian Smith's CD Tryst. For two nights in August 1996, the BIMhuis in Amsterdam held Summer sessions with Steve Beresford and featured Fish of the week, Lol Coxhill's Before my time, the Melody Four, and a duo with Guus Janssen. In early 1997, he played in Den Haag with Piet Noordijk (alto saxophone), Ernst Glerum (bass) and Michael Vatcher (drums) and later in the year appeared at the Empty Bottle Festival in Chicago in duo with Paul Lovens and with Ellery Eskelin and others. 

Some of this work, spanning a 7 year period, was released as Cue sheets on John Zorn's Tzadik label. Corporate work has included music for: four commercials for the Norwegian 'Vital' insurance company; a Mercury telephones presentation; for a new Honda motor car; an advert for Sure deodorant; the music for an Ovaltine Power advert; and music for presentations for Volvo cars and Sharp hi-fi. 
Steve Beresford has been visiting lecturer at Oslo Art Academy and in Reykjavik, has taught an audio production course at Southampton Institute, and he teaches piano for one day a week at a school in North London. He teaches improvisation at the University of Westminster. 

He has been involved in projects with Ogun Records, particularly The Dedication Orchestra, as arranger and in production work; two yet-to-be-released CDs include Bokaye La Vi by Francine Luce and a new recording from Louis Moholo's Viva la Black. Steve Beresford has also contributed to several sleeve notes, including: Ogun CD 005, Corner to corner, with the great opening, 'They lie there in a state of apparent relaxation, but you know that they're ready to move instantaneously if necessary. Cats and free-improvised music are like that.' and the closer of 'Free improvisation is certainly the UK's most important recent contribution to the music world.'. Other liner notes have been written for: Spirits rejoice, Ixesha, Playing (though not used extensively), A new distance, Buben...plus, and Two Octobers. 

Further information: Bailey, Derek (1992), Improvisation, its nature and practice in music. The British Library, 0 7123 0506 8; pp. 125-127 includes excerpts from an interview with Peter Cusack on Alterations.

	 Bob  BERG
	Virtual Reality
	1993
	48:50
	Bob Berg [t&s s]; J. Beard [p, hammond, k]; J. Herington [el&ac g, mandolin]; Will Lee [b]; Dennis Chambers [d]. 

Хотя он и без обилия звезд, но, возможно, - это самый интересный диск B.B.

	John  BERGAMO     
	On The Edge
	1986 
	63:10
	John  BERGAMO—см. тж. с: Lou Harrison [as a conductor]

label: CMP
Играет на бесчисленном количестве всевозможных народных ударных инструментов. Создает тонкую импровизационную атмосферу. Producer:  Mark Nauseef (см.). Разные вещи посвящены:  to John Cage, Ali Akbar Khan, Frank Zappa, Glen Velez, Ed Mann, a.o.

John Bergamo heads the percussion faculty at CalArts in Valencia, California where he also lectures on composition. A renowned innovator of percussion techniques, he is also a long-time student of Hindustani, Carnatic, Javanese and Balinese musics. He has received scholarships, fellowships and grants. He has worked in numerous orchestras, chamber groups and jazz ensembles and has appeared on a number of recordings.

Nideggen Uthan is esentially an appetizer. The word used in some East Indian drumming for “introduction” is “uthan”, here played on a fifty centimeter tam tam from Wuhan, China. The piece is performed entirely with the hands. “Nideggen Uthan” is for critters everywhere especially “Kleine Glocken”, a close canine friend for fifteen years.

Piru Bole – “Piru” for the town where it was composed, and “bole” for the mnemonic syllables used in East Indian tabla drumming for recitation. The piece was designed to be interpreted in a variety of ways; the number of players may range from two to 200, the instrumentation may be any combination of percus​sion instruments, and the improvised sections be​tween the written parts may vary in length from one cycle of 16 beats to any number of cycles. The tempo may differ for each performance, and is presented here in the teen-age Nideggen disco version. Written parts in this interpretation are played on congas, 16-inch Remo frame drum, Remo bodhran, 20-inch Paiste dark China cymbal, and voice. The solos chosen for this version are in pairs, played on: 1. bodhran with hands, 2.22-inch frame drum (hands), 3. 20-inch cymbal (played with hands), 4. traditional bodhran with stick, 5. composer’s head (with fingers), and 6. congas. Bells are rung on the first beat (with the assistance of Mark Nauseef) and midway through the cycle on the ninth beat. Piru Bole is for Gregg Johnson, Lucky Mosko, Jim Hildebrandt, Ed Mann, and Larry Stein, fellow members of the Reper​cussion Unit.

Almost Green – a large Mexican tambourine is played with one stick in the tradition of the Irish bodhran. This piece is for Glen Velez, Tarnath Rao Th. Subashchandran. Transcribe at your own risk.

Modelo is a mountain under the North Star capped by a triangular rock formation which catches the morning sun. It stands just inside the California Condor Reserve in the Los Padres National Forest. The piece is played on two congas with skewered super balls and hands. Modelo is for Janet and Padu.

The Sirene of... Kurt Renker and I made an 8-note alu​minum tube metallaphone on the morning of the last day of recording. The instrument invited the use of bows; we did two tracks bowed and a third using vibra​phone mallets. Recording engineer Walter Quintus entered into the improvisatory spirit, and by the time he was done pressing magic buttons in the control room, we realized we were on to an inventive musical dia​logue between acoustic and electronic awareness. For Paul Price, John Cage, and Walter.

On the Edge was commissioned for the 1984 Contem​porary Music Festival at California Institute of the Arts. The primary sustaining sound source is the sympathet​ic resonance between the Astro Bells (large aluminum plates) and the timpani head. Players one through four have one each of timpani, tam tam, Astro Bell, alm-glocke and snare-type drum (used as a sympathetic resonator), with a variety of beaters including skewered super balls and bow (for bowing barbecue skewers pressed against the timpani head). Also used are: brass orchestra bell mallets, heavy wooden beater, small metal, plastic and wood objects vibrating freely on plate or head, as well as yarn mallets and drum sticks. “On the Edge” may be played in various combinations from solo to quintet. Player five omitted here due to shipping difficulties with the 747 jet engine cowling the part was written for. Keeping in mind all victims since Hiroshima until Chernobyl – let there be none beyond!- this piece is dedicated to a world on the brink of nuclear disaster, with the hope that mankind will find a way to step back from the edge of that terrible abyss.

I Feel More Like I Do Now Than I Did When I Got Here – a 22-inch Remo frame drum played with hands only. For Ali Akbar Khan, Mahaparush Misra and Shankar Ghosh, T. Ranganatham.

Whatever – a collaboration with Walter Quintus. The same 22-inch Remo frame drum, with hands, super-balls on skewers, Japanese chopsticks. For Frank Zappa.

Wuhan Darshan. Darshan means “to honor”; the instrument was made in the Wuhan province of China. Homage here rendered acoustically on a 110 cm. tam tam using large gong beater, superballs on skewers rat​tan (as stick and scraper), bamboo skewers, and hands. For Huai Ming Wong and Kai Yung Tung.

	Karl  BERGER,    Dave  HOLLAND,    Ed  BLACKWELL
	Transit
	1987 
	38:40
	bebop
label: Black Saint
K.B. [vibes, p]; D.H. [b]; E.B. [d].

Dakar Dance is adapted from a Senegalese song. In 1984, I had the opportunity to travel through West Africa with vocalist Ingrid Sertso and percussionists Babatunde Olatunji and Ayib Dieng. We played with mu​sicians in Zaire, Nigeria, Gabon, Ghana and Senegal. Ayib is a native of Senegal and we met many members of his family in Dakar. The music there as well as throughout West Africa, struck me as familiar, not alien at all. It was a great experience of instant communication. The roots to Blackwell’s drumming are there; actually to all the rhythms of jazz.

Transit refers to the ever changing realities of life and creativity. Off and on the three of us have played together for almost 20 years, with long interruptions along the way. I feel a «transit» in my life that leads to new musical expressions. These kinds of changes become most obvious when there is a continuity of communication over many years. ‘’Transit" features the impeccable bass artistry of Dave Holland.

Chimney Road . This piece is named after the road I live on in Wood-stock, New York in the Catskill Mountains. It conveys something about the feeling of the space, the silence, the horses, the trees. It also seems to have a light touch from Brasil as I had just returned from concerts and workshops in Rio with my group «Rhythm Changes» when this piece was written.

Ornette. This piece is in homage to my friend and mentor Ornette Coleman who always took an interest in my work and encouraged it through the most difficult times in New York. His «harmolodic» approach constantly stimulated me and helped me to develop my peculiar approach to keyboards and composition for small groups as well as for orchestras.

Out There Alone. This piece developed from the image of myself as a little boy feeling «out there alone», then it moved into the sense of the mature mind that derives all energy from within rather than from the envi​ronment. The melancholy aspect turns into a feeling of ultimate individual freedom.

Drums First features the extraordinary drum virtuousity of Ed Blackwell. When I first heard Blackwell on record, I thought there were four people playing. His sense of independence is unique. For the way I hear the drums, there is no one better.

We Change is a take off of the piece «We Are», a cycle of 15 beats which became a kind of theme song for me. The title expresses the feeling of ‘transit’ that I experience so vividly and which is the theme for all mankind and all life whether we like it or not.

I hope that you enjoy listening to this album as much as I enjoyed writing and recording the music.

– Karl H. Berger

	Bengt BERGER
	Bitter Funeral Beer
	1982
	43:01
	label: ECM

Music by Bengt Berger based on Funeral Music from the Lo-Birifor, Sisaala and Ewe peoples of Ghana.

The band consists of the group Arkimedes and other members of the Stockholm based musicians collective Ett Minne For Livet ("a lifetime memory") and is joined on this album by Don CHERRY (см.).

The voice of women of Kundar village, crying at the funeral of a small child are heard on Bitter Funeral Beer. They sing that the child did not know how to live, and ask the dead to help it.

The Ewe drum ensemble heard on #2, #4.

Rec. in Stockholm, 1981.

Bengt Berger [ko-gyil (Lo-Birifor funeral xylophone)]; Don Cherry [pocket tp]; Anita Livstrand [v, bells, axatse (rattle)]; Jorgen Adolfsson [vln, sn/s/a saxes]; Christer Bothen [t sax, bass cl]; Tord Bengtsson [vln, el g]; Sigge Krantz [el g, ac/el basses]; Matthias Hellden [cello]; Bosse Skoglund [d]; a.o.

1. Bitter Funeral Beer

2. Blekete

3. Chetu

4. Tongsi

5. Darafo / Funeral Dance (Dar Kpee)

	Borah  BERGMAN
	A New Frontier
	1983 
	42:22
	free jazz

label: Soul Note

solo piano

  «Borah Bergman, an astounding and astoundingly single-minded pianist, highly recommended.»  -- Gregory Sandow (‘Village Voice’).    «... he has rethought the traditional pianistic approach... has liberated each hand from its usual functions... a music of great energy and boldness.» – Chuck Berg (‘Down Beat’).     «Astonishing... Borah Bergman is a demoniac pianist who has developed a left hand which can duplicate anything done by his right; thus he is able to produce simultaneous yet distinct solos in both hands... Bergman is an important new voice.»  -- Bob Blumental (‘The Boston Phoenix’)    «... an authentic, authoritative original... will set new standards for pianists... music of extraordinary emotional power.»  -- Nat Hentoff.

  «The first time I listened to the Ame​rican pianist, Borah Bergman (on two disks recorded for Chiaroscuro some years ago and mailed to me from New York), I leaped out of my seat. I had never heard a pianist so “advanced” and gifted with so dazzling an instrumental technique since Cecil Taylor. What Borah Bergman had done was to completely restructure the piano – he had developed the left hand to be the equal of the right. It was astonishing. In the premises of Bergman’s very free and tumultuous music I also recog​nized a deeply rooted jazz tradition. And since I had the address of that pian​ist, whom I had never heard of, I wrote to tell him now much I appreciated his first recordings. We then became friends and, a couple of years ago I or​ganized some concerts for him in Italy, using my good offices for his record to be produced in Milan. I recently met him again in Italy when he returned to deliver the mastertapes of this album. In our encounters I thus got to know the man, whose music represented – I realized – a faithful projection. Berg​man is, as a man and a musician, an inexhaustible source of ideas, or rather of intuitions, of thoughts that flash, ex​plode and immediately dissolve to make way for other urgent thoughts –that are hard to articulate in plain dis​course, but are striking for their fresh​ness, for the impetuosity with which they are expressed, for the vitality they reveal. So is his music, which sparkles with a thousand gleams, and can be fully ap​preciated if you let yourself get involved in its whirling action – through an unex​plored world where a thousand surpris​ing discoveries can be made. Is this ab​solute improvisation as in the so-called European music? Bergman shakes his

head: his music is improvised only up to a point, because the improvisation Fits into a plan that is clear in the mind of the pianist/composer before his ex​traordinarily agile fingers touch the keyboard. Music – Bergman empha​sizes – that is born after an attendance on the great pianists, starting with the maters of stride and be hop. “Probably the two most significant influences were Bud Powell and Len-nie Tristano” Bergman adds. As I said before, what is immediate​ly striking and indeed astonishing is the use Bergman makes of the left hand, which has acquired equality with the right in terms of strength, dexterity and resourcefulness (in his first recordings there are performances for the left hand alone): the part played by the right hand is often entrusted to the left and vice versa. As for the role of both hands (they have now become absolutely in​dependent of each other), Borah dis​cusses it at length, enthusiastically; he knows that in their very particular use he has opened a new frontier for the piano, as the title of this album indi​cates. Although Borah Bergman’s music stems from jazz, he also acknowledges the influence of contemporary Euro​pean music, and has attempted to re​concile both respectively, in a synthesis of different languages, in order to give birth to a “universal music.” Within this conception, then, he views the piano as a “miniature orchestra,” where the in​terplay between the two hands consti​tutes the structural premise. Each hand, in short, seeks to play, after its fa​shion, the role of a horn (or other or​chestral instrument): a dialogue is created between them which is con​ducted with excitement and a sense of urgency. ‘’This dialogue,” Bergman says, “can lead, when desired, to polyphony, each hand seeming to have a life of its own. Two things are happening at the same time, related and unrelated, har​monious and conflicting, the degree of synthesis depending on the choices made.” Finally, referring to the title of this album, A New Frontier, Borah Berg​man concludes, “Developing the left hand to be the equal of the right enabled me to restructure the piano and employ interplay with its dialogue and polyphony. I’ve never considered it as an end in itself, but just my own way of making new music for the piano.”» --  Arrigo Polillo Editor “Musica Jazz”

	Borah  BERGMAN
	Upside Down Visions
	1985 
	42:56
	label: Soul Note

Borah Bergman [p].

A pianists left hand is predominantly controlled by the player’s right brain hemisphere. His right hand is predominant​ly a left hemisphere function (as Karl Pribram, the eminent neuro-psychologist of Stanford University has shown). Man’s left brain is «Yang». It programs rationality, logic and causal functioning, while our right brain is «Tin». It is more inter​ested in intuition and feeling than in abstract thinking, more in art (particularly in music and poetry) than in logic, more in innovation than in tradition, more in the «whole» than in anal​ysis. Our right brain controls the heart (that’s why—as biologistsfeel—we have the heart on our left side) – the heart not only as a «pump», but as the center of feeling and love.

Neurologists, psychologists, futurologists agree that in the last three hundred years mankind has lived mainly through its left brain, overemphasizing mechanistic and materialistic functioning. We have not used our full potential: both hemi​spheres. That’s why specialists believe that now, for some ge​nerations, we should concentrate more on the possibilities of our right brain hemisphere which controls the left side.

Borah Bergman, the American pianist-composer, does just this. He has (as a critic called it) «a heightened left hand power.» He gives the left hand an importance which, to my knowledge, it never has had in any pianist’s music. He likes to play with his left hand alone—as in his PRELUDE TO AN APEX.

When he does it in concerts and clubs, people are amazed by his virtuosity, they can hardly trust their eyes. They feel that it’s impossible that one man can make one hand sound like two. But although Borah—as every human being – likes to impress people, he doesn’t choose his left hand for brilliance sake. Referring to the left, he uses words like «warmth», «mystery», «wonder», «lyric feeling», «risk»—which (as neurology has shown) are «left side functions» for most human beings.

On our left hand the index finger and thumb are on the right side. Therefore in left hand playing, the higher notes (traditionally connected with «melody» and «expression») are played by the strongest fingers. In right hand playing, con​versely, it’s the weakest fingers playing the higher notes. If your hand gets cold, it’s usually the ring and the small fingers that become cold before thumb and index—and coldness does not just refer to an outer temperature, but also to a state of mind and its inner temperature.

There are parts on this record (in UPSIDE DOWN VISIONS and in UNCHARTED RIVERS) where the left hand practically takes over—meaning it does exactly what the right hand does all the time in most pianist’s playing. It’s often the lower areas which seem to «shine». Once Borah talked about a «human voice register». When I checked I found it was the left hand playing it. In UPSIDE DOWN VISIONS the right hand often does the «comping» while the left one «shouts». (Borah points out that it was the music critic, Jon Pareles, who first used the words «upside down» to describe his playing in a New York Times review.)

The reader would misunderstand what I have said about the two-brain hemispheres should he feel that Borah «re​places» the left by the right brain. As usual matters are much more complex. For him, the left hand is not the «servant» any more as in most piano playing—makind has traditionally used the right brain (left hand) to serve the left brain (right hand). Now they are equal. He uses his full potential—as we all (psy​chologists say) should do in the future.

Borah does not know about my references to the two brain halves, but he says: «For me, dualism is a fascinating subject. In my music there are always two things happening at the same time. There is often ‘hand-to-hand combat’. I like the idea of opposites and conflicts. But I also like the idea of marriage. To marry unlikely elements.»

He refers to Belgian critic Juul Anthonissen describing the «two Borahs» as «beauty and the beast». However you can never figure out: Where is the beauty? And where is the beast? Both are present all the time, and it is this presence which gives Borah’s music its urgency, its edge, its «spin», its passion, its poignancy.

Borah: «I used to play two tapes at one time. For example, Scriabin and Ornette Coleman. Or Erroll Garner and Stockhausen. To find the universal quality in music. There will be a new music evolving in the future. Not jazz. Not classical. A synthesis of the best resources of each. The left hand makes it possible.»

This is Borah Bergman’s fourth record (the other ones are Discovery and Bursts of Joy on Chiaroscuro and A New Frontier on Soul Note). I, like most other critics, was struck by his unbelievable technique and propulsion of ideas. I still am, but on this disc, there are other aspects which most of us have not heard so prominently before in Borah’s playing—as I mentioned: «warmth», «lyric feeling», «mystery», «won​der»...

If you think Borah’s music is difficult, just listen to SPIRIT SONG. It sounds like a folk song. Everybody can hum it Robert Schumann’s «Kinderszenen» a la Borah Bergman. If this music sounds alien to you, it could possibly be the «alienness» of our right brain hemisphere which, for centuries, has been neglected in Western man’s consciousness.

The piece is dedicated to my friend Arrigo Polillo, the eminent Italian critic, who died in 1984 and who was respon​sible for establishing a jazz scene in his country. Arrigo ar​ranged for Borah to come to Italy and interested Giovanni Bonandrini (and also this writer) in him. Thanks, Arrigo!

There is a chord sequence in UPSIDE DOWN VISIONS which has a yearning, soaring, plaintive quality. It somehow comes back in the last piece, BALLAD OF A CHILD ALONE. Somehow it’s there all the time. In a way, the whole record sounds like a rondo. It has «form». Of course that yearning sequence is not obvious, it’s hidden in bursts of in​tensity, in «trying forever to reach climaxes»: (Borah: «I will never give up.») – But who wants everything to be obvious? You can have it on the hit parade every day.

Borah is interested in painting and is also a writer. He feels that UNCHARTED RIVERS FLOW FOREVER is like a painting seen from different angles, different perspec​tives. «You can see a painting in one second, one minute, one hour, but music takes a defmite length of time. Ifs one reason why I use repetition and variation—to gain the complete expe​rience.»

Borah is fascinated by rivers. Again and again he «paints» them: «Swift River» «Webs and Whirlpools», «River Shad​ows», «Perpetual Springs» are titles of pieces on former re​cords. Asian saints and meditating men (Siddhartha, for example, in Hermann Hesse’s famous novel) have often pointed out that you can learn more about a river from hear​ing it than by just looking at it. The famous Sanskrit word «nada» (sound) originally meant «river». So that’s how early men conceived sound: from listening to rivers.

Borah’s rivers are exactly that: «nadas of sounds». Some​times they generate little melodies which come in and disap​pear again or are obliterated. It’s generally the left hand which has to do with this approach.

There are two ballads, which also make this disc different from Borah’s previous LP’s. POIGNANT DREAM has «a feeling I had high up in the mountains. Mystical.» Time is very important in both POIGNANT DREAM and BALLAD OF A CHILD ALONE, «delaying the notes as long as pos​sible without losing the inner pulse.

«I found that practicing rhythms such as 13:8, 11:8, 7:5, 
8:5, 7:4, 5:4, 15:8, 9:5 have aided my ballad playing, getting a floating feeling and a sense of suspension.»

Borah remembers having taken a walk in autumn, mov​ing one hand in five, the other in seven, his feet in four—si​multaneously five-seven-four. «After thirty blocks I was ready to take off into space... an incredible experience. A form of meditation.»

That CHILD ALONE meditates out there in space!

Referring to the particular sound and color of his ballads, Borah explains: «I get it by inverting the chords, literally turn​ing them ‘upside down’ and juxtaposing their upper and lower structures.»

Borah was brought up in a family with «a revolutionary spirit... My childhood was of a very social and political nature. My insistency may come from that. I had learned very early that we all have rights.» «As a child I had already developed the awareness that the world was at war. My family did not promote pacifism. There were wrong wars and right wars. Wars for freedom and people’s rights. Wars for liberation. I think this is reflected in my music. I feel I am myself. I have a right to be myself.

«It could have to do with this «revolutionary spirit» that I reversed the traditional way of playing the piano. The left hand would now become an indipendent force, an equal.»

Jazz people tend to push off new music with words like, «This is not jazz.» They even did this with Bird. That’s why Borah stresses his jazz background: «My first introduction was Louis Armstrong. Then Billie Holiday and Lester Young. I could play blues before I learned harmony. However my most important background in jazz is bebop. I can’t forget see​ing and hearing Charlie Parker and Bud Powell.

«As a teenager I played the clarinet. I still remember the clarinet solos on different versions of Duke Ellington’s MOOD INDIGO. In a way my left hand relates to my clarinet feel—and to my horn concept in general.» In UPSIDE DOWN VISION, trumpets and saxophones are «shining through» all the time.

Of the future, Borah says, «There is a mystery out there. I must get through the barrier. Reaching. Striving. Going to my limit. Moving into the unknown. Making the silence answer.»

JOACHIM E. BERENDT

Author of «The Jazz Book – from Ragtime to Fusion and Beyond» (Hill & Co. Publ. Westport, Conn.)

Borah Bergman is available for concerts, seminars, etc. worldwide. Please contact: P.O. Box 1079, Ansonia Station, New York City, N.Y. 10023 U.S.A. Telephone 212 – 874-6943.

	Borah  BERGMAN
	Thomas CHAPIN & Borah BERGMAN:

"Inversions"
	1992
	51:40
	label: Muworks Records (NYC)

recorded & produced by Robert Musso (см.) on 1992 in NYC

Thomas CHAPIN (см.) [a s, saxello]; Borah BERGMAN [p].

"A strikingly original pianist… Mr. Bergman feverishly exacting approach… send his hands tearing around the keyboard like two independent tornadoes." – The New York Times

"Thomas Chapin:… a dynamic new voice on alto saxophone." – The Boston Phoenix

"Chapin has an intensity and force on the alto saxophone that can startle at first. He has the rare ability to shift tonal temperature at just the right time." – New York Newsday

	Borah  BERGMAN
	The Human Factor
	1993 
	60:47
	label: Soul Note

Borah Bergman [p]; Andrew Cyrille (см.) [d].

  John Cage once wrote «Composing is one thing, performing another, listening something else. What do they have to do with each other?» While in most cases these do remain distinct and separate experiences, they can come together in the art of the improviser. But it requires a special sensibility, combining intellect and emotion, with the courage to take risks, to dare to be different. There is no denying that Borah Bergman is a unique artist; he’s made himself so. Though a highly intuitive individual, who believes there are philosophical and metaphorical motivations to his creativity, he does not rely solely upon ‘abstract’ imagination to engage his artistic vision. There’s also the physical, tactile aspect of playing the piano, and Bergman has, rigoriously and devoutly, cultivated an amazing technique which allows him to think about music differently. «It’s no longer about technique,» he said recently, «it’s about obtaining that sound, it’s about so many ideas that I need that additional push.» [...] What is the human factor? Personally, I relish the ambiguity of its symbolism. I suspect it has something to do with an individual confronting the large questions of life, whose answers come only from within. I hear some of it as a response to the nature of playing the piano, and Bergman’s own technique. The velocity of his playing with all stops out, and the evenhandedness of his ambidexterity, reminds me of Conlon Nancarrow’s impossible-to-perform piano rolls. But to overcome a potentially dangerous mechanical quality there must emerge a human factor, embedded in the emotions. It’s there, in ‘The Human Factor’, in the poignant way that the quiet theme keeps returning, insisting of being heard. In Bergman’s words, «People have a sense of yearning and longing in their lives, and they bury it. That’s what this piece is about.» That may be, but I suspect, as with the rest of the music of Borah Bergman, it’s not the whole story.  – Art Lange.

	Borah  BERGMAN
	The Fire Tale
	1994 
	56:52
	label: Soul Note

rec. 1990

Borah Bergman [p]; Evan Parker (см.) [s s].

Перед музыкой могут быть поставлены четыре задачи: 1. создание настроения, 2. создание дизайна, 3. специфические исполнительские задачи, 4. композиционные задачи (хотя можно было бы упомянуть и ещё одну, совершенно отдельную задачу, связанную с использованием музыкальных принципов шаманами). Различные направления, сочинители и импровизаторы по-разному используют объёмы этих задач или принципиально отказываются от некоторых из них. Внутри современного джаза можно обнаружить все возможные тенденции. Один из интересных вариантов первой задачи --  создание нетривиальных эмоциональных состояний (под тривиальными следует понимать спекулятивное использование ретро-материалов).

   Попытки сделать максимум акцента на дизайне были весьма интересными и успешными (настолько, что традиционное понимание слова «музыка» в некоторых случаях потребовало либо переосмысления, либо отказа от этого понятия вообще,). Мощные дизайны были созданы, например, средствами фри-джаза. И один из наиболее ярких примеров в этом ключе, попавшихся мне за последнее время, был диск BORAH BERGMAN with EVAN PARKER «The Fire Tale». Это было действительно весьма ярким впечатлением (и приключением): все три первых задачи здесь задействованы очень мощно. Импровизируемые орнаментальные фигуры насыщены фонтанирующей энергией исполнителей. Причём эта энергия тем более обнажена, что минимализм дуэта здесь сочетается с минимумом основных технических приёмов (что отнюдь не вопреки максимальному раскрытию мастерства исполнителей). Минимально задействуя нашу ассоциативную память (спекуляция на наших воспоминаниях), дуэт, таким образом, не отбрасывает нас в наше прошлое, не создаёт массивных ландшафтов и не загромождает нас ожиданием будущего (спекуляция на подсознательных амбициях) – что было бы характерно для обычной и повсеместной спекулятивной музыки, которой нечего сказать нам в настоящем. Только настоящее – вот отличный результат минималистской концепции. И это возможно сделать очень интересным, сытным и вкусным в случае мощной контекстуальной насыщенности этого настоящего, когда контекст расположен внутри этого настоящего.

  Не распыляя наше внимание во времени и не обременяя его тоннами ассоциаций, этот дуэт открывает для слушателя возможность большей концентрации внимания и, как наш музыкальный «партнёр» (партнёр по проживанию бытия), с уважением оберегает наше присутствие в настоящем.

  Формально, данный инструментальный состав дуэта не экзотичен. Но два Мастера авангардного фри-джаза закручивают такой вихрь, который выметает все банальные ассоциации. Все четыре композиции очень похожи и сыграны на одном дыхании. Но задор исполнителей движется по нарастающей. Эта музыка приручает слушателя, с ней не хочется расставаться.

  В заключение, после своих впечатлений, я хочу привести несколько высказываний самого Бергмана, американского (но—бывшего нашего соотечественника) пианиста и композитора, об этой записи. О мелодике: «Для меня мелодическое содержание очень важно. Личный имидж. Маленькие украшения. В то время как фортепьяно не может иметь таких же саундовых возможностей, как саксофон, мелодические фрагменты расширяют эмоциональное переживание для слушателя; и когда фрагмент приобретает ширину и длину, мелодия может использоваться в смысле напряжения и расслабления.» О ритмике: «Некоторые критики говорили мне, прослушав эту запись, что это фри-музыка, которая свингует... Но я не уверен, насколько я в действительности свободен. Я думаю, что моя ритмическая концепция отличается от концепции школы фри-пианистов. Я ощущаю подъём и жизнерадостность, которая не характерна для их школы. Я слышу себя так, словно я происхожу от музыки 1930х и бибопа с их гармонической основой и движущимся по кругу циклическим качеством. Временами всё как бы кружится в водовороте. Часто я слышу как фразы начинаются и заканчиваются в одно и то же время, так что кажется, что они останавливаются. Поэтому я могу влиять на дальнейшее движение с помощью раздувания волн.» Относительно формы и деталей: «Я имею дело с процессом, который связан со способностью удерживать две или более идеи в одно и то же время. Это было бы невозможно сделать, если бы я не развил в себе способность амбидекстра – равные возможности правой и левой руки. Я думаю о технике так, что она существует только для того, чтобы исполнять мои идеи. Я вырос среди людей, обладавших существенным социальным мировоззрением. Их манифестом было: люди имеют права. Если бы вы подумали о форме этого окружения, то первое, что вам пришло бы на ум—широкая сильная форма, -- когда политические лидеры делали широкие и радикальные заявления. Детали приходили потом. На меня это оказало влияние. Необходимо привносить чувство формы в музыку. У великих музыкантов есть чувство формы. У них сначала есть чувство формы, а затем внутри неё приходят детали. У музыкантов, которыми я больше всего восхищаюсь, есть и то и другое одновременно.»

	Borah  BERGMAN
	Reflections On Ornette Coleman And The Stone House
	1995 
	53:40
	label: Soul Note

Borah Bergman [p]; Hamid Drake [d]. 

All compositions by Ornette Coleman, except ‘The Stone House’ (#5) by B.B.

  «The man built a stone house for himself – it was about time he let someone in.» – B. B.

  «I’m much more ‘old fashioned’ than people think,» Borah Bergman said recently. «People are going to hear the album with Hamid and say, ‘Borah can play the blues!’ Which is surprising, because that’s how I played in the first place. If somebody asked me to play bebop, I could do it. But I chose not to do it, maybe because my personality wouldn’t allow me. I’ve never been satisfied with a nice, easy, conventional format. My father predicted it when I wase nine or ten. ‘If we go one way, you will go the other way.’ I learned to play the piano backwards, or upside down. I don’t know which it is, talent or perversity. I felt that the resources of the piano hadn’t been fully tapped. I developed my left hand, and it just took over. It changed my way of thinking.»  It’s impossible to talk about Borah Bergman – or talk with him – without his left hand coming up sooner or later. It is strength and independence – it’s swinging, levitational power – make Bergman unique among contemporary pianists. Yet his left hand also links him to jazz tradition. Why should a pianist’s left hand be relegated to grunt work? Why must it be a surrogate bassist or drummer? Why can’t both hands be horns? If the piano is an orchestra in miniature, shouldn’t it be capable of polyphony? In posing these questions, and attempting to answer them, Bergman has internalized an implicit goal of both free jazz and hard bop – that of gaining parity between horn soloists and their rhythm sections. Bergman’s word for what he does is ‘ambi-ideation’ – «the hands are only tools for my ideas». And what with his left hand constantly playing devil’s advocate to his right, his music has occasionally been very dense with no way in for listeners or other musicians – a veritable stone house of a style. But Bergman says his playing is changing, and he isn’t the only one who think so. Others, including myself, have ventured that his music is becoming more emotional, more direct. But according to Bergman, that’s not it – or that’s not all there is to it. «You can’t be emotional if your hands won’t do the job you want them to do. So I won’t say it’s becoming more emotional, but I do think I’m into something very powerful. The ideas were always there, but maybe I didn’t have the equipment to get all of them out. Now I do.» Bergman still follows his own path, but one sign of his progress might be that he now welcomes others to walk alongside him. This album with the percussionist Hamid Drake follows recorded duets with Roscoe Mitchell, Andrew Cyrille, Evan Parker and Thomas Chapin. Bergman feels, with ample justification, that the present disc contains some of the strongest music he’s recorded so far. [...] Think of ‘Reflections on Ornette Coleman and the Stone House’, then, as one iconoclast’s tip of the cap to another. Just as Bergman was struck by Ornette’s determination to do what he wanted, regardless of what anyone thought, you’re going to be struck by his.  – Francis Davis (the author of ‘In The Moment’, ‘Outcasts’, ‘The History of the Blues’, ‘Bebop and Nothigness’, and a forthcoming biography of John Coltrane)

	Borah  BERGMAN
	Ride Into The Blue
	1995
	68:32
	label: Konnex Records (Berlin)

Borah Bergman [p]; Thomas Borgmann (см. тж. с: RUF DER HEIMAT) [sopranino, tenor]; Peter Brotzmann (см.) [tarogato, alto].

«What do you see when you look back? Not a thing. And when you look ahead? Even less. That’s right. That’s how it is.»  -- Jakov Lind, ‘Journey through the Night’ 

Some schematic of linguistic permutations or just a simple tongue-twister: Bergman/Borgmann/Brotzmann, two German horns, so well-suited with similar tempestuous tempers and love of lingering melodies, though bringing to the table such different basic sound with Thomas Borgmann’s slicker tone and Peter Brotzmann’s timbre of tears (read: tearful or torn, either way). Together, the two saxophonists sing soulful, sometimes lemonball-sour harmonies. American pianist Borah Bergman lays down rumbling, bubbling ostinati, building tension and storing power for moments that call on him to peal off burning or luminous lines. He’s well-matched with the roustabout romantic reedmen, given his prediliction for hearty melody and fervid harmony.

Bergman’s been busy with saxes of late, working with greats like Evan Parker and Roscoe Mitchell. But it’s a relative rarity to hear Brotzmann with a pianist, these days. He’s worked pretty extensively with Alex Schlippenbach, as a part of Globe Unity Orchestra and with on his own projects like Alarm (FMP). He’s brought his giant sound to a couple of Cecil Taylor’s projects, played with Misha Mengelberg’s ICP Orchestra, in a one-off with Mengelberg and drummer Han Bennink, occasional events with Ulrich Gumpert, Steve Beresford, and others, and for a brief time alongside Howard Riley in the London Jazz Composers Orchestra. But Brotzmann hasn’t had an ongoing relationship with a pianist since the breakup of his classic seventies trio with Fred van Hove. That’s part of what makes this new trio so exciting—Bergman and Brotzmann have obvious points of connection: energy, raw excitability, interest in chasing emotive statements to their radical extremes. But what the two share, aside from sheer force and manic stamina, is also a (not too) secret softness. Listen to their tender, delicate duet in the middle of «Stranger in the City»—here, the depth of the connection is clearly evident. And while Borgmann may be new to some ears (including mine), his work in this context will probably convince listeners to seek out his other work with Ruf der Heimat (KCD 5067), and the upcoming record (KCD 5070) of an encounter between that group and Peter B.

Bergman provides the opening gesture on Ride Into The Blue: a jagged piano solo intro, then «Tomorrow Is No Question.’’ At once, this is an oblique Ornette reference and statement of the here-and-now, live-for-the-moment quality that is Brotz’s modus operandi. After an explosive outburst, Bergman sets a slightly Eastern European tone with brooding piano harmonies reminiscent of the cimbalom (Hungarian hammered dulcimer). The first of the record’s two lengthy adventures, «Surfing the Blues» is a constant flow of unpredictable moves and new vistas. Borah and Brotz commune on a minor scale (snared interest); Borgmann’s sensitive tenor solo is brutally punctured by alarming, machine-gun blasts from his countryman; Bergman keeps it rolling along with strong rhythmic drive, pounding minor thirds, and the wicked Ray Charles riff on which they ride off into the blues. From the corner, Brotzmann repeatedly whoops and hog-calls Borgmann: a Mingus among us? Endpoint finds a rifting Basie band run amok or blown apart. Apocalyptic blues? Is a blues possible after Armageddon?

Borgmann’s sopranino is featured on «Locus Solus,» its nice nasality in tandem with Brotz’s alto. Then the blocked portal of politeness (despite his reckless rep, Brotzmann is the perfect gentleman) terminates the tune (...no, it’s your turn!). Bergman’s passionate quickie, «Stonehouse», is followed by «Stranger in the City,» the disc’s grandest narrative. Here’s a wide-eyed journey into the big town, maybe the story of a country bumpkin’s first vist to the metropolis. Dizzying, thrilling, fearful, overstimulating, rough, unforgiving; some Wenders-like mix of rapture and loneliness. Forget rural metaphors of peaks-and-valleys, this terrain is skyscrapers-and-subways. Borgmann and Bergman lock together for combustible joint excursion, and in his (first of two) unaccompanied solo(s) the pianist really cuts a rug before the saxes rejoin. In another panel, the multi-sectioned improvisation takes on Andalusian overtones, with Bergman the flamenco accompanist to the saxophonists’ cante jondo. Brotzmann blow torches his way into softer sports before the strange, Gregorian chant closing. The final cut, «Two Lines for Nik’’ (perhaps a blue note in memory of great South African saxist Nik Moyake?), is a sopranino/ tarogato sprint, with shared flutters and lightning piano continue.

There’s a roughness and coarseness to Ride Into The Blue—nothing vulgar, but an unfinished or unvarnished quality. I think Brotzmann especially likes this aspect; he’s given to crinkled paper, harsh surfaces, bent corners, and ripped edges. For him, I imagine that such textures and forms are a mark of something genuinely human, a candid, sometimes awkward stab at real emotion. In the heart of this all-too-human being, at least Bergman, Borgmann, and Brotzmann hit the mark.

Music to make you think about Jakov Lind’s journey into the instantaneousness of history, blankness of night, the here-and-now, the fleeting moment. Look forward and back: not a thing and even less. That’s right. That’s how it is.

-- John Corbett, Chicago, September 1995

	Borah  BERGMAN
	The October Revolution (Tribute to Bill Dixon)
	1996
	73:44
	label: Evidence Music (USA)

For Bill Dixon I ................................. 40’ 54’’

The Death Of Danny Love ............... 07’ 34’’

For Bill Dixon II ............................... 25’ 13’’

#1, 3: Borah Bergman [p]; Joe McPhee (см.) [t s, fl h]; Wilber Morris [b]; Rashied Ali [d].

#2: Myra Melford [p]; Lindsey Horner [b]; Tom Rainey [d].

In the early 1960s, flugelhornist/painter Bill Dixon [см.] was staging musical events in some unlikely places all over New York City—in churches, lofts, even the United Nations. In mid-1964, he put on a series of musical performances ot the Cellar Cafe, a coffee house way up on West 91st Street. The success he had there with uncompromising musicians like Sun Ra and Archie Shepp was encouraging, and he and film maker Peter Sabino decided to stage four nights of what was then tentatively called the «new thing,» a music too new to be named or defined, but which was audaciously emerging in the face of the British Invasion in pop music, the recent folk revival, and on already embattled jazz mainstream. Having been closed out of conventional jazz clubs and concert halls and told by record companies that there was no interest in this music, Dixon wanted to demonstrate that there was an audience for new forms of jazz and to show musicians what they could do to further their own cause. He called those four nights «The October Revolution in Jazz.»

Without advertising—or electricity, for that matter, since Con Ed had cut off the power in the coffee house—Dixon presented 40 some musical events plus panel discussions on the state of the music to over 700 people who packed the Cafe, from 4 o’clock in the afternoon to 3 o’clock in the morning, over the four days. Some of those musicians who performed still continue to represent the excitement of that moment—Paul Bley, Jimmy Giuffre, Cecil Taylor, Steve Lacy, Andrew Hill, Milford Graves, Sheila Jordan, John Tchicai and Roswell Rudd—while others have gone on to what Dixon once wryly called «even greater obscurity.»

Though there were no reviews in the New York press, word slowly filtered out that jazz had announced the arrival of its modernism, what appears to have become its permanent avant garde. But in other respects the October Revolution had immediate impact: a few days afterwards, Cecil Taylor and Bill Dixon called a meeting proposing to form some sort of cooperative group to bring new jazz to the public. The Jazz Composers Guild was the outcome of their discussion, and only two months later this new organization staged «Four Nights in December» ot the Judson Church, in some ways on even grander enunciation of the new music. Out of this foment, ESP Records was created to document the music; and within two years Newsweek gave the new music on astonishing eight pages of coverage. The Guild’s success inspired other musicians to use every conceivable New York City space for staging their own concerts—coffee houses, museums, basements, lofts, the streets... Many New York artists outside of music—especially those in theater and dance—were encouraged by these daring acts of independence, and the declaration of freedom which lay behind the new music continues to inspire musicians and artists worldwide even today.

Though collective memory now often fails us, there was an incredible amount of variety in the new music: it could be loud and insistent, but also exceptionally soft and chamber-like; it was physical, but intensely emotional as well; some of the new musicians were only inspired amateurs, but many were among the most virtuosic of their time; and it was a music open to all alien musical codes, be they folk, pop, exotic, experimental or classical, making easy characterization difficult and deceptive.

Within a few short years, these musicians had interrogated and redefined most of the conventions of conventional jazz: they completed the erasure of the line between composer and improviser that earlier jazz had hinted at, and reinvented collective improvisation; they moved pitch away from the convention of playing in or out of «tune» and mode tonality a conscious choice, just as time keeping or swing were turned into resources to be drown on, rather than laws to be obeyed. New techniques were applied to conventional instruments—drummers might play with knitting needles or tree branches with the leaves still on them, or bow the cymbals;

pianists played inside the piano, bassists went beyond the normal limits of the finger board, horns found ways to play chords. New instruments appeared—plastic saxophones, Middle Eastern double reed horns, African and Asian drums, bells and whistles; and old ones, like the soprano saxophone, the cello, and the tuba, were revived.

To grasp all of these developments, new metaphors were introduced to explain the music: energy, of course, but also spirituality, metaphysicality and above all, freedom. It was the idea of freedom as expressed within new definitions of improvisation that was echoed and adapted well beyond the bounds of music—in drama (The living Theater, The Judson Poets Theater, Squat Theater, The Open Theater, The San Francisco Mime Troupe), in dance (Yvonne Rainer, Laura Dean, Molissa Fenley, Trisha Brown), film (Shirley Clarke, John Cassavetes), in classical and academic experimental music (John Adams, Terry Riley, La Monte Young, Steve Reich, Philip Glass), and even in rock (Captain Beefheart, Iggy Pop, the MC5, and Rip, Rig and Panic), to name only a few.

Within a few years, the new music had expanded the vocabularies of musicians all over the world, but especially those in Russia and Eastern Europe, where ‘freedom’ hod special connotations, and who saw within it the message of their own liberation. Free jazz had become a kind of new internationalism.

Thirty years later, a group of musicians assembled in the Fez Room under the Time Cafe (around the corner from Charles Mingus’ old loft) not to recreate the October Revolution nor to deliver on assessment of music since then, but to offer long overdue recognition of that signal moment in music history. The first group that night—saxophonist and flugelhornist Joe McPhee, bassist Wilber Morris, drummer Rashied All and pianist Borah Bergman—had never played together before. All was of the first generation of free jazz players and even a participant ot the original October Revolution ot the Cellar Cafe; each of the other three represents a different response to that original movement. All of them are leaders in their own right, so coming together without discussion or rehearsal offered them a special challenge. As they quietly set up in front of the shimmering curtain on the stage on which the Mingus Big Band plays every week, there was no discussion of what or how they would play. But then Rashied moved in with a percussion fusillade which told where he had been, laminating together sly allusions to Jo Jones, Max Roach, to perhaps every drummer who ever lived. Then came the others—Bergman, a player known for his rigorous solo and duo appearances, but seldom heard in the role of accompanist; McPhee, another player renowned for his powerful solo performances; and Morris, acknowledged to be central to some of the finest modern jazz performances of the last twenty years and, like most bassists, too often taken for granted. But as the long piece later titled For Bill Dixon I (to whom the whole evening was being dedicated) progressed, Bergman surfaced as an innovative and even lyrical accompanist, Morris as a forceful but co-equal voice, and McPhee as a player with an ear for texture and interplay as well as for fire and passion.

When they began For Bill Dixon II in a second set, McPhee proposed that he start solo on fluegelhorn, and from the first he managed to evoke that haunting «music without notes» for which Dixon is known, moving over the full range of the horn, from a whisper to a scream. The others followed him into lengthy collective improvisation, with solos emerging out of the swirl of sound, then disappearing into duos, trios. And even though their very individual voices are always clear, you might also hear fleeting gestures to Albert Ayler, Don Cherry, Cecil Taylor, Mingus, and others of the early 1960’s musical revolution.

Two trios also appeared that night, both made up of younger musicians whose current work engages those breakthroughs of 30 years ago. Myra Melford’s group (with Lindsey Horner on bass and drummer Tom Rainey, here playing with her trio for the first time) is represented on this record by their magisterial, quiet, but very soulful version of Butch Morris’ The Death of Danny Love (from the opera of the some name by Morris and Greg Tate), a kind of entracte between two storms of All and Co. (The Zane Massey Trio was the third group that evening, with Massey on saxophones, Sadiq M. Abdu Shahid on drums, and Hideiji Toninaka on bass; and though they played two compelling sets, sound system problems sadly made this portion of the recording unusable.) Recording that evening was done only for historical documentation (without sound check and with bare-bones, two-track equipment), but the results were surprising, and capture the feel of direct, in the moment music that once was the standard of live jazz.

The night was unseasonably warm, the club was packed, the playing inspired and singular, and the people who were there left sparked, ebullient and maybe a little surprised by a music which continues to flourish largely beyond the boundaries of commerce and critical attention. As Sun Ra never tired of reiterating, history repeats itself. And sometimes for the best.

        --- John F. Szwed, Brilliant Corners

	Borah  BERGMAN
	Blue Zoo
	1997
	54:31
	label: Konnex Records (Berlin)

Borah Bergman [p]; Thomas Borgmann [sopranino & tenor saxes]; Peter Brotzmann [alto & tenor saxes, bass cl].

 Bergman, Borgmann and Brotzmann: Free Music Reformation

   In his provocative 1974 discourse, FREE JAZZ, Ekkehard Jost makes intriguing use of the term «deformation» in discussing the music of Albert Ayler. According to Jost, Ayler deformed linear, melodic improvisation into waves of indefinitely pitched «sound-spans». Deformation is a term that could also fit into Jost’s assessment of other free music avatars, especially Cecil Taylor. After all, clusters are deformed chords and arpeggios, Just as Taylor’s acceleration-and-release approach to rhythmic propulsion is deformed tempo. Using Jost’s parameters, Taylor could not create the overwhelming «energy», identified by Jost as the salient characteristic of Taylor’s music, without such deformation.

The deformation of pitch, harmony and tempo—and such essences can not be merely deconstructed like a Shakespeare comedy, a history of equestrian statues, or an interview with Henry Mancini—are the most obvious tenets of free music, the most difficult to realize, and most probably impossible to sustain over the course of decades. Deformation Is counter-intuitive to the trained musician, which is one reason free music is primarily the domain of the self-taught and the conservatory rebel. Subsequently, the most vital free music exudes either inspired primitivism or radical erudition.

For the past thirty years, Peter Br6tzmann has been one of the most abiding exponents of free music deformation. His aesthetic is not only grounded in a very early exposure to Ayler—Brotzmann first encountered Ayler while he was still a GI, gigging in Heidelberg clubs—but also considerable, contemporaneous contacts with artists such as Nam June Paik, Dick Higgins, and, most notably, Joseph Beuys. As a result, early Brotzmann classics such as MACHINE GUN (FMP) leavened Ayler’s sanctified sound-spans with a primordial sensibility that begs comparison with Beuy’s performances with dead hares and live coyotes.

   Still, the intervening years have seen Brotzmann incrementally introduce more explicit motivic and melodic elements into his work, in a 1994 open letter to Steve Lake (included in the booklet for the FMP CD, SONGLINES [см.]) Brotzmann surprisingly protested that his work had long contained a «reflective» component, while apologizing for his «clumsy» balladry. In settings as different as Last Exit and the SONGLlNES trio with Fred Hopkins and Rashied Ali, Brotzmann has even dug into a groove. Brotzmann represents a case in point argument for the proposition that, regardless of the deformation an improviser achieves in his work, an inevitable reformation takes place.

Generally, linking Borah Bergman to Taylor yields as little insight into Bergman’s art as the jazz press’ fixation with Bergman’s left hand. True, much of his unflagging rhythmic drive of Bergman’s work is directly traceable to his left, yet Bergman is not simply pumping patterns that meld Cow Cow Davenport with Conlon Hancarrow [см. в ‘Alternative’ section]. Nor is Bergman like Taylor s progeny whose idea of orchestral density is pummeling the keyboard with forearms and fists. The crux of Bergman’s art is the parity he achieves between the right and left hands an approach he calls «ambi-ideation». Bergman independently develops materials with each hand; in this crucial regard, Bergman is more closely related to Charles Ives than he is to Taylor.

Still, Beraman’s ambi-ideation can be heard as an extrapolation of Taylor’s deforming information overload. Both Bergman and Taylor can overwhelm the listener with withering barrages of clusters and crossovers, which can obliterate any semblance of tonal centers and bar lines in their respective musics. Where the American pianists differ is that Taylor accumulates his materials into a single, albeit complex energy source, while Bergman often generates dual energy sources. Bergman’s dual energy sources usually bears little or no resemblance to each other, or even function contrapuntally. The cohesiveness of Bergman’s approach speaks volumes of the reformative powers of the blues; few free music practitioners have the sensitivity to the blues’ bonding of phrase and pulse demonstrated by Bergman on discs like REFLECTIONS ON ORNETTE COLEMAN AND THE STONE HOUSE (Soul Note).

Thomas Borgmann’s description of himself as a “saxofonromanticist’’ encapsulates his relationship to these strands in free musics evolution. Borgmann’s assumption of the Romantic mantle cuts both way. In fulfilling the Romantic agenda of breaking down music’s established canons, of investing an intrinsic, transcendental meaning to music, and to tie his concepts to corresponding ideas in literature, visual arts and philosophy, he blurs the distinction between what is deformative and what is reformative in present-day free music. When Borgmann cuts through the brays and thunderclaps with a solidly Coltranish cycle of fourths, it is ambiguous whether he is introducing a reformative element, or a deformative pastiche.

Borgmann’s previous activities confirm he has an excellent vantage from which to pursue such an agenda. In his work with Ruf der Heimat, Borgmann has experienced a virtual ontogeny of German post-bop saxophone, playing in tandem with, successively, Brotzmann, Heinz Sauer and Ernst-Ludwig Petrowsky. He has also performed with New Thing apostles John Tchicai and Sirone and latter-day saint Charles Gayle. Subsequently, he brings both an impressive literacy and the boldness to chuck it to his collaboration with Bergman and Brotzmann.

Arguably, the challenges facing musicians like Bergman, Borgmann and Brotzmann to «follow up» a recording as bracing as their Konnex debut, R1DE INTO THE BLUE, surpass those of the original recording. Anything they do forces a comparison between the two discs, bringing the respective criteria of deformation and reformation front and center. After all, music may spontaneously happen, but albums, except those comprised of a single, unedited, disc-length performance, are constructed. On BLUE ZOO, they opt for the only reliable strategy: mix it up and let the chips fall where they may.

Surprisingly, almost the entire half of BLUE ZOO is comprised of duet material. The album opens with the thoroughly disarming poignancy of the opening section of Bergman and Brotzmann’s three-part «Clear Visions’. On both the first and third sections, Bergman uses sparse, slowly decaying fragments to offset Brotzmann’s scraps of melody and anguished cries on clarinets. What make these vignettes truly powerful is their bracketing of the exchange between Brotzmann’s searing alto and Bergman’s ricocheting lines in the middle section. The riveting title piece is, practically speaking, a duet between Bergman and Borgmann (on sopranino), as Brotzmann contributes only salutations at the beginning and end of the piece.

   These performances set key parameters for the remainder of the album. They establish Bergman as the fulcrum of a constantly swerving flow of ideas, with Borgmann and Brotzmann alternately pivoting to the foreground. The most cleanly delineated examples of this approach are on «One Block West» and «Stride Ahead» (the title’s allusion is intentional; in fact, Bergman’s interest in Fats Waller extends to Waller’s teacher, Leopold Godowsky, whose recastings of Chopin’s etudes had treacherous left hand parts). They also load the bulk of the saxophonists’ head-on encounters into the second half of the program; the sequencing not only reinforces the climactic impact of the twin tenor passage in «Right Now is as Good a Time as Any» and the conclusion of «Stride Ahead», it also validates the gravity of the program’s earlier, quieter moments.

Bergman, Borgmann, and Brotzmann integrate these elements into a compelling statement on Blue Zoo. Far from a convoluted academic treatise, it is a passionate affirmation of free music’s continuous cycle of deformation and reformation.

Bill Shoemaker, October 19, 1996

	Borah  BERGMAN
	Exhilaration
	1997 
	69:35
	label:  Soul Note

Borah  BERGMAN [p]; Peter BROTZMANN (см.) [a s]; Andrew  CYRILLE (см.) [d].

We tend to think of exhilaration as the result of an extraordinary experience, like jumping into an icy cold lake after taking a sauna, or being thrown about by an amusement park ride. Yet, exhilaration can also be the catalyst tor extraordinary experiences, especially when this incredibly concentrated sensation takes form as art. When it is directly and accurately conveyed, exhilaration remains intact in the work long after the paint has dried, or the dance floor has been rolled up, or the tape has been logged. In these cases, exhilaration is dynamic by impelling and validating the work. Particularly in discussions of improvised music, exhilaration is frequently misidentified as a generic brand of energy or intensity. Such is the case with the music of Borah Bergman. In the pianist’s case. this misidentification is a by-product of Bergman’s truly fascinating, and truly maverick, virtuosity. Subsequently, most discussions of Bergman’s music focus on technical issues, rather than its content and emotional impetus. It’s understandable, given the startling nature of Bergman’s central technical innovation, the spontaneous development of related, but independent materials with each hand, Bergman refers to this asambi-ideation . Whereas many pianists are content to spew clusters, or perpetrate an illusion of orchestral density with their fists and forearms. Bergman creates a compelling interaction of clearly discernible voices The offsetting cadences, ricocheting motives, and disassociated figures, that emerge in Bergman’s two track playinq are technically dazzling; yet, the potency of Bergman’s music lies in its unfiltered emotionalism. While the complexities of Bergman’s music indicates comparisons with Conlon Nancarrow’s piano rolls, its message, as typified by Exhilaration, is as elemental as boogie woogie. This is not to suggest, however, that Bergman’s music is simple. Far from it; Bergman’s music delves into the existential struggle in all its myriad facets. This, more than any allusion to past piano masters one might glean from his work, or his occasionally forays into the repertoires of John Coltrane or Ornette Coleman, puts Bergman squarely in the jazz tradition.

It is this struggle to survive, to attain artistic legitimacy, to be heard, that is the most palpable connection to the tradition in Bergman’s music. Exhilaration, then, is both the end-product of this struggle and the stimulus for continued struggle through the creative process. Exhilaration is the nexus of form and content in Bergman’s music, informing everything in Bergman’s playing from his attack to the development of his materials. In a music that is anything but simple, exhilaration is the skeleton key that unlocks the simplicity of Bergman’s music. These aspects of Bergman’s music go a long way to explain why, until recently. Bergman’s discography has been dominated by solo and duo recordings. The challenges of Bergman’s music requires an unflinching probity of the type possessed by a Roscoe Mitchell or an Evan Parker — to name just two of Bergman’s duo counterparts. And, It requires a delicate balance of often tumultuous energies that is disproportionately more difficult to achieve with each additional musician. Yet, increasingly in the past few years, Bergman has worked in trio and even quartet configurations, documented not only by Exhilaration, but by four other recordings: trio with Thomas Borgmann and Peter Brotzmann; an important summit with Anthony Braxton and Brotzmann; and with Rashied All, Joe McPhoe, and Wlibur Morris.

[...] The raw, confrontational mass ot sound that is Brotzmann’s stock in trade taps the urge for gestalt central to Bergman’s sensibility. While some improvisers deal in lively banter and bon mots, Bergman and Brotzmann lock horns with a life-or-death ferocity. Even their occasional forays into quiet balladic materials have a smoldering tension that could explode with just the right spark. Subsequently, the rapport between Bergman, Brotzmann, and Cyrille on Exhilaration is exceptional even within the high –voltage context of improvised music. While the duration and temperature of their four performances range from the title piece’s twenty-four minutes of pore-opening heat to short respites in the dusky cool of “Friendly Focus,” there is a rigorous attention to detail that is too often absent in such endeavors. It is equally absorbing to hear the “Man to Mann” duos on the heels of these trio performances.  The chemistry between Bergman and Brotzmann in duo is not peiceptively different from that in their trios with Borgmann, Braxton, and Cyrille, but, isolated, their unminced exchanges are frequently harrowing. Music of this quality just doesn’t happen. It is not the explication of a chance operation or the sonic representation of a fractal. It is an endeavor where one places his or her humanity on the line. It’s a high-stakes risk. If you can’t focus your intensities, your primal powers, you can come away empty. But if you can, the result is exhilaration, or, in the case of Borah Bergman, Peter Brotzmann, and Andrew Cyrille, Exhilaration.

	Borah  BERGMAN
	A New Organization
	1999 
	53:51
	label: Soul Note

Borah Bergman [p]; Oliver Lake (см.) [a&soprano sax].

The idea of a new organization has repeatedly shaped the course of 20th century music in unexpected ways. It has manifested in forms ranging from new compositional systems to alternative institutions. Such disparate phenomena and trends share the common historical denominator of gaining currency on the strength of their organizational integrity. It is a simple pragmatic, almost Darwinian proposition: the organizational idea works on its own terms, produces original music or creates a supportable environment for creative endeavors, and survives, at least long enough to evolve into something else. It is a process that links Arnold Schoenberg to George Russell, and Pierre Boulez to Muhal Richard Abrams.

With increasing frequency during the last third of the century, new organizational principles have been asserted with a multicultural perspective. This multiculturalism extends beyond the usual parameters of ethnicity to the more discreet cultures of the conservatory, the gig, the woodshed, the loft, the basement, the music video and all other loci, real and virtual, where new ideas bubble to the surface. The cross-pollination of these discreet cultures has an impact on today’s music equally profound to that of the influx of literally dozens of indigenous musics into the present day vernacular.

As a result, the emergent organizational models currently remapping the frontiers of music view culture as a porous, open to outside influences, as evidenced by the First World market ascendancy of World Music. This view also has a strong, anti-hierarchical bent, which eschews distinctions between high and low art. As a result, everything is available to anyone to manipulate passion coursing through this music, which accentuates the sense of high-stakes risk to the proceedings; after all, one pat move could sink the endeavor in a swamp of pretense and fatuousness.

While Bergman and Lake’s collaboration goes way beyond simple co-existence, that starting point is extremely relevant to the new organizational principle Bergman and Lake posit with this program. If improvised music has a cultural dimension, then that starting point is its center, its great circle. It is a moment outside of history. History is the glue of both indigenous cultures and present-day composite cultures like the US; it makes such cultures (and their sub-cultures) insular and self-reinforcing. Necessarily, improvised music begins in a moment outside of history, open to any influence, and it can not begin until musicians step out of their respective histories to create it. Certainly, this is nothing new; musicians from different backgrounds and nations have met and created music since time immemorial. Yet, it is at this point in time that the practice takes on a new aspect by giving multiculturalism a new facet. Bergman and Lake have triangulated their histories with the zero point of improvised music. As a result, not only are their histories seen in a new light, but the cultural potential of improvised music is expressed in the most vital terms. If you are looking for a bridge to the 21st century, it is here.

-- Bill Shoemaker
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	Tim  BERNE
	The Ancestors
	1983 
	44:37
	Tim  BERNE - см. тж. c Mark HELIAS; Yosuke  YAMASHITA;

label: Soul Note

T.Berne [a s]; Ray Anderson (см.) [trb, tuba]; Mack Goldsbury [t&s s]; Ed Shuller [b]; Paul Motian [perc].

   It’s obvious why musicians are anxious to play Tim Berne’s music – it is interesting, challenging music. Tim Berne agrees: «The music is not just music with this band. They have to be people who aren’t worried about the number of solos they’re going to take; they really have to be totally selfless, and as easy as that sounds, it’s not usually true. The ideal situation is to have musicians who I don’t have to say anything to about anything, except to give them the written music and a general feeling for what I want, and that is the case here. I try to challenge the musicians, and when someone has a solo it’s not just because it’s their turn.» [...] «I guess a lot of my ideas, my musical ideas, don’t come from music. They come from – and this sounds stupid – daydreaming. I really don’t listen to that much music; I go to a lot of movies and then, halfway through, I forget I’m in a theatre. I like to go to strange movies and, it never fails, I come out of there and I can’t wait to write some music. It’s really inspiring. I don’t set out, in music, to do something new –  that’s totally irrelevant. But I do have certain stories to tell with these pieces. I have ideas that I want to get across.»  On ‘The Ancestors’ Tim Berne gets those ideas across with pith and fluency. His alto playing sings and sobs and his compositions stand up firm and strong. But, as you know, Tim Berne wants you to make up your own mind about the music. All I can do is try and convince you that it’s worth the money that this record store is trying to charge for it. Please believe me: it’s worth it. Now go home, put it on and open your own doors.  – Lee Jeske.

	Tim  BERNE
	Mutant Variations
	1984 
	43:44
	label: Soul Note

Tim Berne [a s]; Clarence Herb Robertson [tp, pocket tp, cornet, flh]; Ed Schuller [b]; Paul Motian [d].

Way back, in the South, after the Civil War, when people began to find out for themselves what an instrument could say by playing it without any rule books, the best of the pre-jazz musicians used to be called “singing horns.” And you could tell whose very personal voice was corning through the horn right away. The phrasing, the tone colors, the “cry” in the sound were unmistakably individual. There was another basic element in the music way back then. Each of the players told a story whenever they played. Not a story off a page of music score paper but a story out of where they were and where they had come from and maybe what they had seen that very day or the night before. In all the decades since those “singing horns” preceded what came to be called jazz, nothing has changed when it comes to separating those musicians with something of their own to say from those who are still looking for ways to define themselves in music. Today, just like back then, you know you’ve found a “singing horn” when the voice inside the instrument makes you stop and realize you haven’t heard anything quite like it before. And then, that voice carries you further because it has made you become involved in the story it’s telling. Tim Berne does indeed sing on his alto with a force – often a quite force – that comes from the confidence of knowing that he indeed has his own voice. «Music such as this, thoughfully composed and sensitively improvised, contains the throb of our lives together. It is not a manifesto, nor is it the outgrowth of a ‘new’ trend or aesthetic theory. It is our loves and our anxieties, our shouts of praise and our private cries. It is human stuff. Listen.»  And as you listen, you will hear Berne’s alto speaking directly to you. Some players make intriguing sounds and are technically fascinating, but they don’t really speak in any particularly personal way. Berne does.

In this set, Berne emphasizes, he was able for the first time “to actually write the album for each of the players specifically. In the previous sets, I wasn’t sure which people were going to be on them.” As this, and his previous albums, make clear, Tim Berne is a true story-teller. But so far—as often happens—Europe is ahead of America in appreciating Berne’s tales. So, Berne does most of his playing now in Europe, but he will surely be “discovered” eventually at home.   --   Nat Hentoff

	Tim  BERNE
	Michael FORMANEK, Tim BERNE, Jeff HIRSHFIELD:

"Loose Cannon"
	1993
	57:30
	label: Soul Note

rec. 1992

Performed by: Michael Formanek, Tim Berne, Jeff Hirshfield.

This 1993 release for the Italian Soul Note label signifies one of those lightly marketed gems that may have gotten lost in the grand mix of modern jazz-style fare. Here, three of the most prominent figures in the area of new jazz coalesce for a shrewdly focused and compactly organized excursion. And while many folks recognize Tim Berne for his alto saxophone work, the artist performs on baritone sax throughout many of these pieces. Brimming with pumping lines and regimented unison choruses, the band pursues circular rhythms.

1. 
  
Almost Normal 
- Berne 
6:26


2. 
  
The 12?% Solution 
- Berne 
10:50

3. 
  
Fool's Paradise 
- Formanek 
8:01

4. 
  
Lowball 
- Berne 
3:15


5. 
  
Broken 
- Berne 
5:31

6. 
  
Beam Me Up 
- Formanek 
3:01

7. 
  
Fibrigade 
- Berne 
16:31


8. 
  
Tilt 
- Formanek 
3:40

	Tim  BERNE
	Diminutive Mysteries
	1993
	66:27
	avant-garde jazz / free improvisation

label: JMT

This is certainly the most unusual David Sanborn recording to date. Avant-gardist Tim Berne (heard here on alto and baritone) and the popular R&B star Sanborn (mostly leaving his trademark alto behind to play sopranino) share a great respect for altoist Julius Hemphill (см.) and the St. Louis free jazz movement. Along with guitarist Marc Ducret, cellist Hank Roberts and drummer Joey Baron (см.), they perform seven often-emotional tracks by Hemphill.

1. Sounds in the Fog (Hemphill) 8:07

2. Serial Abstractions (Hemphill) 6:24

3. Out, the Regular (Hemphill) 5:49

4. The Unknown (Hemphill) 6:47

5. Writhing Love Lines (Hemphill) 7:16

6. Rites (Hemphill) 3:26

7. The Maze [For Julius] (Berne) 21:18

8. Mystery to Me (Hemphill) 6:30

	Tim  BERNE
	CAOS TOTALE: 

Nice View
	1994 
	77:08
	label: JMT

Tim Berne [a s]; Mark Dresser (см.) [contrabass]; Steve Swell [tb]; H. Robertson [tp]; Bobby Previte (см.) [d]; , Django Bates (см.) [p, k, peck horn].

“Adventurous jazz thinking”—Jazziz.

“A leading voice on the creative music scene”

	Tim  BERNE
	BLOODCOUNT

"Low Life"

(The Paris Concert 1, Rec. 1994)
	1995
	76:19
	label: JMT

rec. September 22-25, 1994 

Tim Berne [a&bar s]; Chris Speed [t s, cl]; Michael Formanek (см.) [contrabass]; Jim Black (см.) [d]; Mark Ducret (см. в ‘Alternative’) [el g].

1. Bloodcount

2. Reflections / Lyric / Skin

3. Prelude the brown dog meets the spaceman

	Tim  BERNE
	BLOODCOUNT "Poisoned Minds"  (The Paris Concert 2, Rec. 1994)
	1995 
	69:05
	label: JMT
состав как выше

1. The Other                 27:29

2. What Are Odds?      41:28

	Tim  BERNE
	BLOODCOUNT   “Memory Select”    (The Paris Concert 3, Rec. 1994)
	1995 
	69:33
	label: JMT
состав как выше

1. Jazzoff                     18:05

2. Eye Contact             51:20

	Tim  BERNE
	Big Satan (Souls Saved Hear)
	1997
	77:31
	label: Winter & Winter

rec. 1996 in Paris

Tim Berne [bar/a sax]; Marc Ducret (см. в ‘Alternative’) [el g]; Tom Rainey [d]. 

	Tim  BERNE
	Fractured Fairy Tales
	2003
	55:05
	label: Winter & Winter

Mark Dresser (см.): contrabass, giffus, bungy;

Tim Berne: alto saxophone, voice;

Herb Robertson: trumpet, cornet, laryngeal crowbar;

Mark Feldmann: violin, baritone violin;

Hank Roberts: cello, voice, electronically processed cello;

Joey Baron (см.): drums, cz-101, shacktronics

1. Now Then [Tim Berne/Mark Dresser]

2. SEP [Tim Berne]

3. Hong Kong Sad Song/More Coffee [Tim Berne]

4. Evolution of a Pearl [Tim Berne]

5. Lightnin' Bug Boute [Tim Berne]

6. The Telex Blues [Tim Berne]

The San Diego Union: Four Stars (December 10, 1989)

Hifi Vision: Good/Very Good (April 1990)

Jazzthetik: Four Stars (April 2003)

Alto and baritone saxophonist, composer, and bandleader Tim Berne was born in Syracuse, NY, in 1954, and purchased his first alto saxophone while attending Lewis and Clark College in Oregon. A fan of R&B and Motown music, he was not particularly interested in jazz until he heard saxophonist Julius Hemphill's album Dogon A.D. Immediately inspired by Hemphill's ability to project R&B soulfulness in a creative jazz context, Berne traveled to New York City in 1974 and located the saxophonist. Berne took saxophone lessons from Hemphill and also became involved in managing the elder musician's rather infrequent concert appearances. A mentor-apprentice relationship evolved, providing Berne encouragement for his musical endeavors as well as lessons in how to operate independently. Hemphill, founder of the World Saxophone Quartet and a major figure in the 1970s New York loft jazz scene, died in 1995 leaving a considerable imprint on creative music but with his greatest promise unfulfilled. To this day, Berne cites Hemphill as a significant and continuing influence on his work. 

In 1979, Berne founded Empire, his first record label, and released four albums over the next four years. These recordings featured a number of musicians who had - or would soon have - stellar reputations in creative jazz circles, including Paul Motian, John Carter, Olu Dara, Vinny Golia, Alex Cline, Nels Cline, and Ed Schuller. Berne's efforts attracted the interest of Italian record producer Giovanni Bonandrini, whose Soul Note label released the saxophonist's next two albums, The Ancestors in 1983 and Mutant Variations in 1984. Drummer Motian and bassist Schuller from the Empire recordings are featured on the Soul Note releases, which also introduce trumpeter Herb Robertson as a new member of the Berne coterie. Robertson first met Berne at a 1981 loft jam session and would figure prominently in many of the saxophonist's later and most successful recordings. Notably, Berne cites Mutant Variations as his first album in which compositions were written specifically for the musicians involved. Previously, he had written material without knowing exactly who would be available to record it. 

With six albums as a leader to his credit, Berne then landed a major-label deal with Columbia, which released Fulton Street Maul in 1987 and Sanctified Dreams in 1988. The former album includes cellist Hank Roberts and then-ECM guitarist Bill Frisell, along with Berne and drummer Alex Cline. Sanctified Dreams features a larger ensemble with Berne joined again by Roberts and Robertson, as well as bassist Mark Dresser and drummer Joey Baron. This quintet afforded Berne the opportunity for some of his most complex and focused music to date. With Sanctified Dreams' loosening and tightening rhythms, spiky melodic lines, and attention to textural detail, Berne charted a direction that he would continue to explore even more deeply on subsequent recordings. 

Not a bastion of the avant-garde, Columbia issued only two recordings and Berne's relationship with the label was over. German producer Stefan Winter then signed Berne to his JMT label and from 1989 until 1995, the saxophonist was given free rein to pursue a number of challenging projects. These resulted in two recordings by the collaborative trio Miniature, featuring Berne, Roberts, and Baron; Fractured Fairy Tales, Berne's first JMT recording as a leader; and Pace Yourself and Nice View by Tim Berne's Caos Totale. The two Caos Totale recordings, released in 1991 and 1993, featured an extended ensemble of Berne with Robertson, Dresser, trombonist Steve Swell, drummer Bobby Previte, and French guitarist Marc Ducret. (Nice View also includes British musician Django Bates on keyboards and E flat peck horn.) The Caos Totale recordings reveal a mature and self-assured Berne with an instantly identifiable saxophone style and a compositional approach moving toward extended-form pieces of extraordinary scope. Diminuitive Mysteries (Mostly Hemphill), Berne's heartfelt tribute to his friend and mentor, was also released by JMT in 1993, only two years before the gravely ill Hemphill died of a heart condition. That Hemphill was pleased by this homage remains a source of great satisfaction to Berne. 

Berne's career was about to move into a new phase marked by the formation of an important new band and a second new label. In 1991, Berne had recorded a session led by bassist Michael Formanek for Formanek's Extended Animation, released the following year by Enja. In 1992, the two musicians recorded again, this time in a collaborative trio with drummer Jeff Hirshfield from the Extended Animation ensemble. The result was Loose Cannon, released by Soul Note in 1993, a recording that reveals Berne and Formanek to be a particularly compatible reeds-and-bass team. Berne became interested in leading his own trio with Formanek as the bassist, and chose Jim Black, a recent arrival to New York City from Boston, as the drummer. Berne soon decided that a quartet would serve as a better outlet for his "composing jones" and following a recommendation from Black added tenor saxophonist and clarinetist Chris Speed to the group. (Speed, like Black, was originally from Seattle and studied in Boston before making the jump to New York.) Berne now had a new working quartet, which he named Bloodcount. Still under contract to JMT, the quartet headed to Paris in September 1994 and joined up with guitarist Ducret for four nights of concerts to be recorded live. In 1995, the results appeared on a trilogy of JMT CDs, Lowlife, Poisoned Minds, and Memory Select. On the CDs, the members of Bloodcount stretch out with individual and collective improvisations that are slowly drawn back into unison structures which retain Berne's skewed R&B sensibility. Extended-form compositions, now stretched to the 30- to 50-minute range, are filled with episodes of gradually escalating tension with sometimes intentionally muted, rather than explosive, resolution. 

The Paris concert trilogy of recordings received considerable acclaim, but the JMT label was soon to disappear, taking Berne's recordings out of circulation. JMT had a distribution deal with Polygram, which after purchasing the label decided to shut it down. Berne's entire back catalogue of JMT recordings was deleted and much of the music he had written and performed during the early '90s was gone. "It's like being erased," he commented to the New York Times. 

In characteristic fashion, Berne moved forward and established his second independent label, Screwgun, which has since become the major outlet for his work. With guerilla recording tactics, plain brown packaging, and wild and scribbly Steve Byram graphic art, the Screwgun CDs present Berne at his roughest and edgiest. Bloodcount Unwound, the label's inaugural release in 1996, is a three-CD energy blast recorded live by the core quartet (minus Ducret) at club dates in Berlin and Ann Arbor, MI. A slew of additional recordings followed during the remainder of the 1990s, including Discretion and Saturation Point by Bloodcount and Visitation Rites and Please Advise by Paraphrase, Berne's improvising trio with bassist Drew Gress and drummer Tom Rainey. Berne continues to appear on other labels as well. I Think They Liked It Honey by the Big Satan trio of Berne, Ducret, and Rainey was released on Stefan Winter's Winter & Winter label in 1997; other recent CDs include Ornery People by the Berne and Formanek duo on Little Brother Records, Cause and Reflect by Berne and Hank Roberts on Level Green, and Melquiades by the Italian band Enten Eller (with Berne as guest alto saxophonist) on Splasc(h) Records. At the June 2000 Bell Atlantic Jazz Festival in New York City, Berne premiered two new ensembles, both of which feature former Detroit-area keyboardist and Roscoe Mitchell collaborator Craig Taborn, along with members of Big Satan. Shell Game was released by the Hard Cell trio the following year, and 2002 and 2003 saw the release of Science Friction and The Sublime And by Berne's Science Friction quartet. 

Tim Berne is an important member of the New York City creative music community whose contributions invite comparison to those of fellow New Yorker John Zorn. Like Zorn, Berne asserts a strong and singular musical personality throughout his diverse and frequently absorbing works, he has influenced other and often younger creative improvising musicians, and he knows his way around the music business. The last attribute has been particularly useful to Berne, who has been quick to establish independent record labels if necessary to get his music recorded and released to the public. Not beholden to major-label sensibilities, Berne has been free to explore a singular and uncompromising musical path.

	Tim  BERNE
	Tim Berne’s Science Friction:

“The Sublime and Sciencefrictionlive”

[2 CD]
	2003
	65:03 45:48
	label: Thirsty Ear

Tom Rainey: drums

Craig Taborn: rhodes, laptop, virtual organ and virtually

Marc Ducret (см. в ‘Alternative’): el guitar

Tim Berne: alto sax

Tim Berne's latest band Science Friction is heard here for the first time in front of a live audience in Switzerland in April 2003. A complete concert spread out over two CDs, Sublime And offers a different view of Berne's ever-expansive compositional ideas and how those notions meld into a unit of top-notch improvisers: guitarist Marc Ducret, Craig Taborn on Fender Rhodes and laptop, and drummer Tom Rainey. For starters, five of the six compositions featured here are over ten minutes. Two are over 20, and one is over 30, leaving fantastic amounts of room for group interplay and improvisation. Musically, two of these six selections and half of one are taken from the group's self-titled studio debut and turned into entirely different animals by the time they reach culmination. Berne's composing for this unit is inspired in part by Ornette Coleman's dictum of using repetitive melodies refracted against harmonic and rhythmic extrapolation that linguistically and dynamically commingles to create towering structures of tension, partial release, and a field map of tonal possibilities realized by the various unions achieved by the interplay of various instruments. In this band, Ducret's guitar is used as the foil and complement in Berne's melodic universe, which is architecturally rendered as almost triangular in scope, ever widening at the rhythmic bottom and tonal center of any given work; the interval is used as a near modal device. Ducret solos like the virtuoso he is, finding the outer reaches of Berne's furiously complex harmonic universe - as do Berne and Taborn - but that isn't necessarily the point. Ducret's tonal plane is the one on which rhythmic and melodic concerns are extrapolated in many directions (sometimes simultaneously) such as on "Van Gundy's Retreat" and "Jalapeno Diplomacy/Traction." Also, Taborn, playing a Rhodes and a laptop, forgoes the usual notions of jazz pianism - even free jazz pianism - and roots his technique in the fulfillment and expression of rhythm and dynamics as devices for mode and meter to present, rather than resolve, contradictions. The knotty, syncopated manner in which "Mrs. Subliminal / Clownfinger" begins is Berne soloing along a tight melodic pattern, gradually minimalized and extended tonally as drums, then Taborn's laptop, and finally gorgeous chords by Ducret come in to wash the entire middle before any idea of the "solo" even occurs. A deep, blues-like melody contrasts itself against ammodal concern, unfolding bar by bar until the tune is somewhere in the stratosphere. Disc two's "Smallfry," a glorious ambient piece, features Taborn using both instruments, exploring large washes of electronic sound rooted in compact melodic statements that leave, like Erik Satie's Rosicrucian songs, untethered and unresolved triads to float and engage the sonics wafting into the atmosphere. These give way to the swing, sway, and almost rock & roll angularity of "Jalapeno Diplomacy/Traction," which after over 20 minutes is exhausted and gives rise to the most complex piece on the set, "Stuckon U," where interwoven contrapuntal melodic frames become rhythmic planks which then become centers of tonal dissolution and creation. What a brilliant finish to an exhilarating, moving, and very accessible concert, which will leave the listener much as it must have left the concertgoer: awestruck.

disc 1

1. Van Gundy's Retreat

2. The Shell Game

3. Mrs. Subliminal / Clownfinger

disc 2

1. Smallfry

2. Jalapeno Diplomacy / Traction

3. Stuckon U (for Sarah)

all tracks by Tim Berne

	Steven BERNSTEIN
	Diaspora Soul
	1999
	66:54
	Steven Bernstein – см. тж. его проекты: SPANISH FLY; KAMIKAZE GROUND CREW; SEX MOB; и в составе LOUNGE LIZARDS;  John LURIE; Evan  LURIE; MEDESKI, MARTIN & WOOD; The NEW YORK COMPOSERS ORCHESTRA;

label: Tzadik

steven bernstein trumpet

paul shapiro tenor saxophone (tracks 1-7, 9-12) 

michael blake tenor saxophone (tracks 2, 4, 6, 8, 10-11) 

peter apfelbaum tenor saxophone (tracks 2, 4, 6, 10-11) 

briggan krauss (см.) baritone saxophone (tracks 2, 6, 10) 

brian mitchell wurlitzer electric piano, organ (tracks 1-9, 12) 

tony scherr bass (tracks 1-10, 12) 

E.J. rodriguez congas, bongo, maracas, clave 

robert J. rodriguez postizo drums, percussion

"This peculiar form of mathematics and harmonics that was strange to all the world."
—-Jelly Roll Morion on the art of arranging music for ensembles and leading them.

Steven Bernstein has worked as musical director for the likes of Hal Wilner, John Lurie and his own madcap bar band SEX MOB [см.]  and this newest project is truly a relevation.

Jewish cantorial melodies wailing over Afro-Cuban percussion. A funky New Orleans rhythm section setting up Klezmer classics. Dave Bartholomew meets Moyshe Oysher?

One of the most exhilarating releases of this or any other year, Diaspora Soul is destined to top the dance charts in Miami.

When John Zorn asked me to make a record for the Radical Jewish Culture series, I was left with an enigmatic question. How does a Jewish musician who has spent his life studying "other" musical cultures make a "Jewish" record? How does one make a "Jewish" record, when, by nature, all of one's music is already "Jewish"? I struggled with this paradox for three years, until I had my Gulf Coast epiphany. I had been doing a lot of reading and lis​tening for the past few months to the music of New Orleans, and had been developing a the​ory about the evolution of New Orleans marching band music not into what we call jazz, but into rhythm and blues. Not just the rhythms, but the phrasing and air flow of the R&B play​ers are a continuation of the marching style, and the sidemen on the classic New Orleans R&B recordings were the second generation of the marching musician clans. This led me to thinking not just about a New Orleans sound, but rather the Gulf Coast sound, encompassing Texas and Cuba—and the last part of the Gulf Coast was Miami. And who retired to Miami? The most popular Cuban export of the '50s was the cha-cha. In New Orleans there is a rhythm called the half a cha. And who loves a cha-cha more than the Jews? And the final piece of the grail—the hora bass pattern—one, two-and, and-four-and, is the first half of clave, the heart of Afro-Cuban music.

The passion was now in full flow. Every night for the next week I would retire to my labora​tory, listen to albums, and take notes. In preparing for this project, I had collected a strange brew of albums over the last three years. Jewish songs arranged for strings, European cantonal recordings from the '20s, and melodramatic American cantorial records from the early '60s. Once the album was formed in my head, the arrangements poured out in two nights.

I had a specific "sound" in mind for the album. I wanted to capture the feel or the classic Cosimo Matassa sessions, so I brought in each arrangement, ran it once, and recorded it "live", warts and all. The recording was to take place in two sessions—the first, at Tony Scherr's apart​ment, was a small band date. Ironically, this echoes the sound of the early Willie Bobo records, one of the early fusions of Afro-Cuban music and jazz, soul and jazz, unique because its arranger and cornetist was Melvin Lastie, a member of one of New Orlean's great musical families (and a member of King Curtis' Kingpins, who spread the "Texas sound" out into the world.)

The second session, recorded at Avatar studios, was a large band in the style of the great New Orleans arranger and trumpeter Dave Bartholomew—three tenors, baritone, piano, bass, two percussion, and myself as the lead vocalist. This is the same basic orchestration as the classic Little Richard sessions.

manishtana is a classic Passover song, done as a slow New Orleans cha-cha. The phrase at the end of the melody is a nod to Melvin Lastie.

chusen kalah mazel TOV is an Ashkenazi wedding standard, here arranged in the "Popeye" style. The tenor solo is by Peter Apfelbaum. We've been making music togeth​er since we were twelve years old. On this and on Mazinka I used the board mix that Scott Harding was listening to as we recorded. Its rawness captures both the flavor of the arrangement and the performance.

l'chaim I transcribed off of a Paul Weston string album called Soul of a People. The melody has a classic "Jewish" feel to it, and Brian Mitchell brings to mind the psychedelic record​ings of Eddie Palmieri.

mazinka is the chair dance played at Ashkenazi weddings. The breaks are inspired by Big Chief as recorded by the Wild Tchoupitoulas.

shalom bimromov is a bongo feature of the great E.J. Rodriguez. Paul Shapiro and I have played this melody many times in many catering halls, over the last eighteen years of mak​ing music together, but this was our first chance to phrase it in this intimate a setting.

let my people go is a tribute to Peter Apfelbaum, the coda section written in the style of his early Heiroglyphics Ensemble arrangements. Hearing this brings back memories of the seventeen piece band rehearsing in my parents' living room twenty years ago.

roumani, roumania is also from the Paul Weston album, and was a standard from my grandparents' generation. After the intro, Robbie Rodriguez sets up a wicked groove, and the song moves from a "European" mode to an "Oriental" mode in the B section, Another wild and mysterious first take.

cha features Michael Blake, my tenor partner for the last nine years in the Lounge Lizards. The session was running late, and Paul had to leave, so I called Michael, who lives around the corner from Tony. This is the only original on the disc. I consider this a tribute to bur executive producer, as the melody is harmonized in the style of Masada.
rock of ages is a song we sing during Chanukah, with both English and Hebrew words. Listening back to the take I realized the arrangement is really a tribute to the great genius Donny Hathaway.

The next two pieces are cantorial transcriptions. ANI MAMIN  is from the Moishe Oysher Chanukah Party album, based on an arrangement by Abraham Ellstein. E.J. and Robbie add a bata rhythm to this, which brings out the mystical nature of the piece.

habet mishomayim is the first half of a transcription of cantor Josef Rosenblatt, original​ly recorded in 1921. It is a stanza from a penitential prayer recited after the fundamental prayer of the morning service on Mondays and Thursdays. It is interesting that this piece, though Ashekenazi, has such a strong Sephardic/flamenco flavor.

I thank all the musicians for their focus and inspiration. Thanks to Tony Scherr for his extra human abilities and understanding, Scott Harding for his mad skills, Rea Mochiach for his fear​less dub, Zoe Thrall for her generosity, my wife and children for their cadence, John Lurie and Hal Wilner for giving me the opportunities to arrange and John Zorn for making this possible. To Cantor Moshe Koussevitzky and the musicians of the Gulf Coast whose spirits breathed the life into this music. And most of all to my family for raising me with this musical tradition.

	Steven BERNSTEIN
	Diaspora Blues
	
	63:17
	label: Tzadik

Steven Bernstein [tp, slide tp]; with the Sam Rivers Trio: Sam Rivers [t/s s, fl]; Doug Matthews [ac b, bass cl]; Anthony Cole [d, t s].

The Jew demanded that the chazzan, through his music, make him forget his actual life, and that he elevate him on the wings of his tunes into a fantastical paradisiacal world.

The man basis of Semitic and Jewish music is the minor scale which, at a very late date, came to be considered of a melancholy character by the Anglo-Saxon only.

--- Abraham Idelsohn

	BETWEEN THE LINES
	Music Beyond Categories (Sampler 01)
	2000
	66:21
	label: Between The Lines (Germany) e-mail: btl@DSF-FRA.de 

btl distribution in Switzerland: Rec Rec Medien

music beyond categories btlSAMPLER 1 / EFASP84

1
Make Believe 8:34


from FRANZ KOGLMANN - "Make Believe" btl 001 /EFA10171-2

2
Postludique 3:57


from MICHEL WINTSCH & ROAD MOVIE featuring Gerry Hemingway btl 002/EFA10172-2

3
Five bits 6:29


from MICHAEL MOORE - "Monitor" btl 003/EFA10173-2

4
Nature Boy 3:26


from ENRICO RAVA / RAN BLAKE - "Duo En Noir" btl 004/EFA10174-2

5
Ridicolosamente 2:27


from OSKAR AICHINGER - "Elements Of Poetry" btl 005/EFA10175-2

6
Out Of Strauss 6:47


from FRANZ KOGLMANN - "An Affair With Strauss" btl 006/EFA10176-2

7
Carona Glass and Lady Maggie 4:05


from TONY COE / ROGER KELLAWAY - "British-American Blue" btl 007/EFA10177-2

8
Little m and Big M 12:29


from JOHN LINDBERG  "A Tree Frog Tonality" btl 008/EFA10178-2

9
Leinen Los! 2:37


from ANDREAS WILLERS - "Tin Drum Stories" btl 009/EFA10179-2

10
Reconfigurations Part 1 4:16


from RAJESH MEHTA - "Reconfigurations" btl 010/EFA10180-2

11
The Burgundy Bruise 7:41


from TONY COE / ROGER KELLAWAY - "British-American Blue" btl 007/EFA10177-2

12
Good Night Vienna 2:59


from FRANZ KOGLMANN - "An Affair With Strauss" btl 006/EFA10176-2

Franz Koglmann “Make Believe”

Six Musical Scenes Based on Jean Cocteau's Novel "Les Enfants Terribles" btl 001/EFA 10171-2

Franz Koglmann (trompete, flugelhorn); Tony Coe (clarinet, bass clarinet, tenor saxophone); Tom Varner (french horn); Brad Shepik (guitar); Peter Herbert (bass).

"Essentially Make Believe is something akin to an impressionist painting or work of art that pays dutiful homage to Jean Cocteau -- the motivating and inspiratio​nal force behind this commissioned pro​ject. Overall, the music transcends ordinary words as movement, colorful pat​terns, expressive dialogue and a sense of hearty spirit looms over the top like some unimaginable aura. Basically, the music is that powerful! Strongly recommen​ded! ..."

***** Glenn Astarita, all about jazz (USA), March 2000

Franz Koglmann “An Affair with Strauss”

Monoblue Quartet: Franz Koglmann (trumpet, flugelhorn); Tony Coe (clarinet, tenor saxophone, vocals); Burkhard Stangl (guitar); Peter Herbert (bass).

“... est un petit chef-d'oevre. Derrière le strass et les paillettes, Koglmann a découvert une charge émotionnelle et sensuelle, un amour de la mélodie qui, avec cette mélancolie slave inséparable du caractère viennois, agissent comme autant de passerelles. ... Par la non-violence de sa démarche, son art du contrepoint, la valeur qu il accorde au silence, le Monoblue Quartet... s'inscrit dans la lignée des trios de Jimmy Giuffre. On ne saurait invoquer meilleure compa​gnie.”

CHOC; Alain Tercinet, Jazzman, Juillet/Août 2000

Rajesh Mehta “Reconfigurations”

Rajesh Mehta (trumpet, slide trumpet, bass trumpet, hybrid trumpet and exten​sions); Vlatko Kucan (clarinet, bass clarinet, soprano, tenor saxophone, melodica); Aleksander Kolkowski (stroh violin, viola); Peter Niklas Wilson (contrebass); Ray Kaczynski (percussion).

“Reconfigurations is a reflection of that ongoing affair I have with number and mathematics and their relationship to music. ... These creative musicians filled this skeletal architecture with the meat of their personal languages and imaginations producing the <meta-metric> result I had hoped for.” (Rajesh Mehta)

release November 2000

In September this year, "between the lines" will celebrate its first anniversary. Eight pro​ductions, which have been very favourably received by international reviewers, are now on the market. The man responsible for the programme of "between the lines" is Franz Koglmann, the trumpeter and composer from Vienna. The initiative for and sustained support, not only in financial terms, of this endeavour, however, has come from a finan​cial company provider, Deutsche Structured Finance. Such a connection between culture and business frequently raises suspicions that art is being instrumentalised for other purposes.

In our case, this suspicion becomes a cer​tainty, for we unabashedly admit that one of the functions of this label is to inform people about who we are and what we want. We do not simply sponsor a random cultural activi​ty, because we are not concerned with demonstrating cultural commitment in order to collect kudos from those interested in cul​ture. We select artists whose work reflects certain approaches and attitudes which we have adopted too, although in a completely different context, of course.

Now, what does "between the lines" have to do with Deutsche Structured Finance? Let me give you an indirect answer to this que​stion by trying to define the position of "be​tween the lines".

Is "between the lines" a jazz label? If one applies the definition of jazz commonly used today (depending on one's confessions, true jazz is Dixieland, Bebop, free jazz, etc.), one must admit that, on «between the lines» re​leases, jazz is not so much played as played with. Jazz is a musical tradition which is reflected in the music published by "be​tween the lines", but what is just as impor​tant is the heritage of non-jazz improvisation and classical music. Music that is to be found between the lines, as it were.

However, we might ask in the words of Mauhcio Kagel: "Why rummage around in music history instead of cheerfully enriching the present?" And this was his answer to the question: "ln music, what was is omnipre​sent in such a powerful way as if one were constantly to mix up different tenses when speaking. (...) The past is a reservoir of liquid lava which can flow in any direction. But the ground should not be too straight".

Whether different approaches are possible or not, the references to musical pasts in the productions of "between the lines" are not supposed to be in any way museological. The lava should flow and everything should be anything but straight. As you will gather from the interview between Franz Koglmann and Robert Bilek, "between the lines" wants to offer a platform to composers and musici​ans who reflect on musical traditions, but at the same time set out to integrate different musical traditions and thereby create some​thing new, something distinctively different.

The reflective challenge of the programme is also revealed in the cover art. Instead of depicting the usual likenesses of our musical heroes, our covers show the brushwork art of Jutta Obenhuber. Her work on aluminium can be understood as a reflection on the possibilities and limitations of painting. Again, this has something to do with a refe​rence to traditions and the attempt to find a contemporary answer to how this idiom can be handled today. [...]

The Jazz Virus and the antithesis to the bureaucratic song and dance about subsidies.

Robert Bilek talks to Franz Koglmann
R.B.: Since it was first established, the "be​tween the lines" label has continued to evoke a sustained response in the media, and has received a great deal of advance praise. How do you explain this intense and almost exclusively positive interest?

F.K.: I assume there are primarily two reasons for this interest. First of all, a finance insti​tution has founded a music label - certainly not an everyday occurrence. Secondly, an active musician has been made the artistic director. I do not know whether this combi​nation has existed anywhere before, but it is certainly unusual and has perhaps given the «scene« some cause for surprise.

R.B.: Some reviewers have placed «btl« in a category with ECM, Hat Hut or Winter & Winter. What distinguishes «btl« from these specialised labels?

F.K.: Our approach is based on the idea of pre​senting the reflective type of musician. No other label pursues this course with the same consistency. In the magazine «Weltwoche«, Peter Ruedi once talked about «music that touches the brain« in connection with my work. That could serve as our motto. Which, of course, does not mean that we represent a neo-Darm-stadt or purist intellectualism. We just believe that jazz is not simply a matter of gut feeling, but also has to do with reflection, and that reason is involved in every emotion after babyhood.

R.B.: In an article in «Die Zeit«, Konrad Heidkamp explicitly underlines the emotional quality of Franz Koglmann's music. I myself have been listening to this music for 20 years, frequently on a pleasurable and banal level - legitima​tely so, I believe - simply in order to create a certain atmosphere in a room, and to soak up in this melancholy mix of emotions brewed with American and Viennese ingredients.

F.K.: I myself do not really believe that I make anti-emotional music either, far from it. This has often been misunderstood. It is just that, in the reception of jazz, the emotional side is almost always overemphazised. This is why I focused on the other end of the scale and wanted to chisel out the intellectual content of this kind of music. In jazz, this reflective line clearly exists: it runs from Bix Beiderbecke to Jimmy Giuffre and Bill Dixon. And programmatically this is where our label is basically situated. Apart from the fact that we do not only concern ourselves with jazz, but also make cross references to European music, to this ping-pong exchange between jazz and composed music.

R.B.: From the seven CDs released so far, it has become clear that, aesthetically speaking, «btl« has by no means a purist or one-track programme. One could say the productions are musical worlds apart. There is the twilight-active jazz of the Koglmann ensem​bles, the chamber-music performan​ces of Michel Wintsch (btl 002) or Michael Moore (btl 003) or the analyti​cal ballads of Enrico Rava and Ran Blake (btl 004 «Duo En Noir«), and the filigree guitar excursions, brushing the noise zone, by Andreas Willers (btl 009 «Tin Drum Stories«) which are to be published soon. And yet, all of them move between the lines.

F.K.: In any case, none of these productions have anything freaky, superficially shallow or crazy about it. The programme is more oriented towards the notion of chamber jazz, and that is linked to my predilection for fine nuances. This chamber jazz is in​volved in a permanent exchange of ideas with European Modernism. Thus, the pro​gramme can be seen as being in the tradi​tion of the Third Stream, a concept that we perceive as positive. Another characteristic of our programme is that is not concerned with musical fads, which will probably save it from untimely wear and tear. It is, after all, a programme for connoisseurs.

R.B.: Musicians and writers still empha​sise the independent quality of European jazz. Is this not now so taken for granted that the statement in itself has become obsolete?

F.K.: Certainly, this is why you will find several Americans under our label. Anyway, where somebody comes from is completely irrele​vant. At the moment, for instance, we are producing a CD with the Indian trumpeter Rajesh Mehta. We are not at all concerned about producing something like European jazz. But it is important to see that, in the early 80s, there was an interesting point at which European jazz musicians wondered whether they should renounce European music structures in favour ut a theme-solo-theme scheme or in favour of unstructured free improvisation. The question arose as to whether we have not inherited something from Bach, Mozart, Schubert, Alban Berg or Anton von Webern, which we should not simply throw away. This is why, from a cer​tain moment onward, I no longer saw myself as a jazz musician, but as someone who also admits the presence of jazz. On the lines of using jazz as a style or form of ex​pression. When one does that, one automa​tically arrives at structural concepts, ever​ything European can be much more easily integrated. But this is not about European jazz, because today, many Americans, for instance, think along very similar lines.

R.B.: This implies that jazz, although not dead, has become petrified, historical​ly speaking, and has a more or less restricted, finite vocabulary, which can be used in this way or that. You could use the jazz idiom in a sonata-form just as well as underlay it with dance-floor rhythms in the manner of St. Ger-main. Both are being done currently.

F.K.: And that is the interesting thing about it. There is a certain justification in talking about the end of jazz. We are certainly confronted with a dying art. We are experi​encing, as it were, the autumn blossoming of jazz, the decadent last phase of a 100-year-old phenomenon. But that is not necessarily a disadvantage. Such a fin-de-siecle situation can produce very tasty, overly ripe fruits. When people say jazz is dead, this does not mean everything connected to jazz will disappear. This will not be the case. You can see that jazz has opened many doors. This composer-performer-improviser-in-one-person business, which was taken for granted in Bach's time, has been reintroduced and reinstated with jazz. And there are musical domains -as, for instance, Minimal Music, or the interlocking of jazz and composition in the music of Mark-Anthony Turnage, Fred Frith or Heiner Goebbles - which would not be possible without jazz. Moreover, there are more and more musicians who have stu​died both classical and jazz music, and who use both all the time. Therefore, jazz will not disappear quickly - on the contrary. It rather tends to put its roots down firmly -just not in the way that you go to a jazz concert and listen to «All the Things You Are« and then there are 37 choruses and then comes the theme again. Jazz in that sense will presumably lose its attraction.

R.B.: The jazz idiom, like a virus, sneaking its way into the DNA of other musical languages and changing them from the inside.

F.K.: Exactly.

R.B.: Back to the internal policies of the «btl« label. Franz Koglmann is the arti​stic director - does he have unlimited freedom of decision or do the finan​ciers interfere?

F.K.: An artistic director has full freedom of decision, otherwise he would not be an artistic director but a consultant. Naturally, Paul Steinhardt, the managing director of Deutsche Structured Finance, takes a very personal interest in this kind of music. Otherwise the label wouldn't exist. In ani​mated discussions, we develop concepts and main points of interest together. At this we are less concerned about individual musicians than with the general line. Moreover, it is important that the whole process is fast and uncomplicated, also in financial terms. We perceive ourselves as the opposite of the typically bureaucratic song and dance about subsidies.

R.B.: Some critics have reservations about the merger of art and capital - someone like Koglmann, who devoted the piece "The Bankers" to bankers years ago, presumably doesn't share these reservations.

F.K.: There would only be a problem if the financiers were to impose rules regarding the content. This is not the case. In fact, they actually expect autonomous decisi​ons. In this respect I do not see the sligh​test problem. In view of the ongoing bud​get cuts in state subsidies for culture, it will be necessary to make increased use of sponsors from the business sphere - if they understand what it is all about. In the case of «btl« and Deutsche Structured Finance they da understand. There is a genuine cultural interest behind the spon​soring.

I really like and it fits in well here. He said: «What many do not want, a few are not allowed to get.« That is the principle of the mainstream, commerce-rules society, in which everything revolves around the purchasing power of the so-called majority. In the case of our label, the financial background comes from this mainstream, but our programme is nevertheless absolutely antimainstream. We do, in fact, produce for I recently read a comment made by the American sociologist Roger Price, which I those few, who - in the opinion of the many - are not supposed to get what they want. It is our task to produce for these connoisseurs. However, we are backed by financial means from the mainstream. To me, this seems to be an interesting com​bination.

R.B.: What is the role small labels play today?

F.K.: I think that the role of small labels, as opposed to that of large ones, is more clearly defined than ever. Against the back ground of the enormous power of the ent​ertainment industry and the media groups; the small labels are trying hard to distinguish their content from that of the industry, and this results in a clear dividing line being drawn between art and big business. I consider this to be more appropriate than the one swallowing the other. The big group swallows the small label, two years later the person originally in charge of the label has gone, the programme changes, and after another two years the whole label has disappeared. Such arrangements are hypocritical and have ruined many a jazz label. This also brings into relief, how important the sponsor is for a label. A label backed by sponsors can pursue a comple​tely uncompromising programme.

R.B.: What are the yardsticks of success for a label like «btl«?

F.K.: Measuring success in figures is difficult, because we have not been around very long, and our distribution system does not yet cover the whole world. Although it already works quite well, there is a great deal of room for improvements. So, we have asked the American label manager Glenn Ito to get everything ship-shape. Being successful also means getting feed​back on our productions so that the musi​cal discourse is kept going through reviews and reflections in the media.

R.B.: Jutta Obenhuber's cover art has a somewhat polarising effect. Her meditations on the brush stroke with oil paint on aluminium either meet with rejection or enthusiasm, but evoke a powerful response, at any rate. What is the story behind it? What is the relati​onship of the cover art to the music? Does not Koglmann always stand for important relationships across the boundaries of artistic disciplines?

F.K.: First of all: we do not use photos as a matter of principle. And we use only one artist, Jutta Obenhuber. The reason behind this is our idea of creating a clear-cut iden​tity. We want our label to be clearly identi​fiable. The objective is that people should recognise at first glance 'This is «btl«, and because it is «btl« I'm sure to be interested in if. At the same time, we want to convey the idea that we do not produce junk. At the risk of making myself unpopular, I would like to point out that we do consider ourselves to be an elitist label, which also uses elitist art as a signal. After all, everything does not have to be for everyone.

R.B.: Is there a special connection bet​ween the music on the CD and the cover?

F.K.: Yes, there is, because Jutta Obenhuber always takes her inspiration from the spe​cific product. But hers is not a gestural reaction, it is more of a reflective process. The central question in her work is «What is painting?«, and she bases her art on the mainstay of painting, the brush stroke. She does not perceive her covers as a handcrafted add-on to our product, but as an integral part of her entire work as an artist. In this sense, the cover art is certainly not merely a spontaneous re​action to the music.

R.B.: Very soon, two further «btl« produc​tions will be released: John Lindbergs «A Tree Frog Tonality« (btl 008) fea​turing the well-known performers Leo Smith, Larry Ochs and Andrew Cyrille, and then the above-mentioned «Tin Drum Stories« by Andreas Willers (btl 009). What further projects have you got lined up?

F.K.: What we are aiming at now is co-opera​tion with orchestras and specialised New Music ensembles. In the pipeline, there is a longer-term co-operation with the Klangforum Wien. In combination with commis​sions to composers working in the border-line area between jazz and e-music.

R.B.: When do you expect the first project to be released?

F.K.: The first project with the Klangforum Wien will be produced in autumn 2001. Presumably with a piece of my music which was originally composed for the Klang​forum and also first performed by them, « Don't Play, Just Be«, and with a second composer, who I cannot yet name.

R.B.: And that will be the «btl« orchestra line?

F.K.: No, that is very important to me: we do not want to establish any «lines«, as other labels do. We deliberately want to have just one line via which we present the most variegated things and mixtures. Even if the record shops find that harder to classify. We chose to go the more difficult way, because we believe it makes sense in musical terms. We want to make jazz fans aware of the existence of other things, and vice versa.

R.B.: This mirrors the real-life situation today with musicians working in many fields, and these fields may even over​lap within one piece of music.

F.K.: Today, there are composers who are jazz musicians, conceptualists, who write for other people and direct five ensembles... Someone who has got as many things going at the same time as John Zorn, for instance, what is he really? Is he a compo​ser, an improviser, a performer, a generator of projects, a channel hopper between all the fields? Of course he is all of these things at the same time. That is a real-life situation which producers should not try to break down into bits. It is a little more diffi​cult as regards marketing, but it is also an interesting challenge. 

	BIG BAD VOODOO DADDY
	BIG BAD VOODOO DADDY
	1998
	54:50
	boogie-swing (neo-swing)
Scotty Morris [v, g]; Joshua Levy [p]; Glen ‘The Kid’ Marhevka [tp]; Karl Hunter [a&t&bar s, cl]; Andy ‘Lucious’ Rowley [bar s]; Jeff Harris [trb]; Dirk Shumaker [upright bass]; Kurt Sodergren [d, perc, gong].

	BIG BAD VOODOO DADDY
	This Beautiful Life
	1999
	52:04
	Scott Morris [v, g]; Kurt Sodergren [d, perc]; Dirk Schumaker [ac b, v]; Joshua Levy [p]; Glen ‘The Kid’ Marhevka [tp]; Karl Hunter [a&t s, cl, bass cl]; Andy ‘Lucious’ Rowley [bar s].

	BIG KAHUNA and the COPA CAT PACK
	Hawaiian Swing
	1999
	56:06
	neo-swing

(вслед за названиями вещей указаны только солисты)

1. COME ON A MY HOUSE

(Ross & Adam Bagdasarian / William Saroyan) Matt Catingub - vocal / David Wells - tenor sax

2. A-TISKET A-TISKET

(Ella Fizgerald / Van Alexander) Matt Catingub - alto sax / Steve Moretti - drums

3. DON'T BE THAT WAY / STOMPIN’ AT THE SAVOY

(Benny Goodman / Edgar Sampson / Mitchell Parish) Matt Catingub - vocal & alto sax / Linda Harmon - vocal / David Wells - tenor sax

4. THE HUKILAU SONG

(Jack Owens) Matt Catingub - vocal & alto sax

5. PEARLY SHELLS

(Webley Edwards / Leon Rober) Matt Catingub - piano / David Wells - tenor sax / Mike Olmos - Flugelhorn

6. IN THE COPA ROOM

(Matt Catingub) Matt Catingub - vocal & alto sax

7. EVERY DAY I HAVE THE BLUES

("Memphis Slim" aka: Peter Chatman) Matt Gatingub - vocal & alto sax / David Wells - tenor sax

8. NIGHT IN TUNISIA

(Dizzy Gillespie / Frank Paparelli) Mike Olmos - trumpet

9. AFTER HOURS 

(Matt Catingub) Matt Catingub - vocal & alto sax

10. BLUE HAWAII 

(Ralph Rainger / Leo Robin) Matt Catingub – piano

11. LOVE YOU MADLY

(Duke Ellington) Linda Harmon - vocal / Matt Catingub - alto sax

12. THEM THERE EYES 

(William Tracey / Doris Tauber / Maceo Pincard) Matt Catingub - alto sax

13. SMILES / WHEN YOU ‘RE SMILIN’ 

(Lee S. Roberts / J. Will Callahan) Matt Catingub - vocal & alto sax / Linda Harmon - vocal

14. DON CHA GO 'WAY MAD 

(James Mundy / Al Stillman) Matt Catingub - vocal & piano

15. I' LL REMEMBER YOU 

(Johnny Mercer / Victor Schertzinger) Matt Catingub - vocal / Linda Harmon - vocal / David Wells - tenor sax

16. COME ON-A MY HOUSE (instrumental reprise) 

(Ross & Adam Bogdasarian / William Saroyan) Steve Moretti - drums

17. HAWAIIAN WAR CHANT 

(John Noble / Ralph Freed) Matt Catingub - vocal / Linda Harmon – 

background vocal

	Greetje  BIJMA
	Barefoot
	1993 
	45:15
	Greetje Bijma—см. тж. в проекте AUDIO ART.

free-improvisational jazz
label: enja

Greetje Bijma [v]; Marilyn Crispell (см.: Crispell; A.Braxton) [p]; Mark Dresser (см.: Dresser; A.Braxton) [d].

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

After a century of growth and development, jazz has become a language of many dialects from the blues- and standards-based US mainstream to adventures in African, Asian, Latin American, and European roots. For since at least the days of Django Reinhardt, jazz has been a truly international language. That’s due largely to the innate flexibility of how improvisation, the art at its heart, can relate to vir​tually any thematic or compositional material. Because of that flexibility musici​ans from around the globe have been able to redefine jazz in terms of their own cultures, their own voices. (Reinhardt, for instance, replaced the blues roots of the early jazzers with gypsy melancholy and rhythms.) In the process they have crea​ted new vistas for the diverse idioms we lump together under the sometimes mis​leading heading of jazz.

Born in Stiens, The Netherlands in 1956, vocalist Greetje Bijma represents one wing of the North-Central European approaches to jazz. Call it deconstructivist. Like Heiner Goebbels, Franz Koglmann, Fritz Hauser, Bijma draws thematic ideas technical approaches, sonic pallette, and general inspiration from European classical traditions, especially more recent ones like Viennese serialism, which she then anatomizes. In her improvisations you can hear echoes of the shifting perspec​tives of the music of Luciano Berio, of the engagingly off-balance performances of Cathy Berberian, combining notes and lyrics and twitterings and yelps and hic​cups and quacks into a kind of tone-poem. At the same time, she has a talent that doesn’t fit the mold of the traditional jazz singer but echoes it in offbeat ways. What she does is her own—along with the ability to improvise, one of the prere​quisites for any jazz musician.

Self-taught, Bijma began performing in the late 1970s for small audiences accompanying her vocal flights with rudimentary guitar. By 1981, she was special guest vocalist with Noodband, led by expatriate Canadian saxist Alan Laurillard; together they toured The Netherlands and Europe. Two years later, she broke with Noodband and began working with drummer Han Bennink, Ernst Reijseger and pianist/composer Misha Mengelberg, who led a music-theatre production of the formative Instant Composers Pool that she participated in.

In 1985 she started her own quintet, which broadcast their first concert over Dutch radio. A year later they released their first recording, “Amycamus”—a decoding of Yma Sumac, the legendary singer who, like Greetje, packed an unearthly range. It was successful enough so they began to play concerts in rock and theatrical venues. When they performed at the prestigious North Sea Jazz Festival in 1986, they caught the ear of Kunle Mwanga, who was then managing multi-reedman David Murray. Mwanga was so taken with them that he produced their next disc, 1988’s “Dark Moves”. Bijma then hooked up with, among others, drummer/voca​list David Moss and Shelley Hirsch—themselves avid explorers of vocals as soundscapes, and the beginnings of her connections with the so-called downtown New York scene, some of which could also be characterized as deconstructivist—to form the vocal quintet Direct Sound, which toured throughout Europe and recor​ded. And when her own quintet performed at the November 1989 edition of the Jazzfest at the Philharmonic in Berlin, the performance was taped and broadcast by German television the following summer, which led to her first enja album, “Tales Of A Voice”.

At the end of 1990, Bijma won the prestigious Boy Edgar Award—the first woman to be so honored by the Dutch Foundation for Jazz & Improvised Music. The jury wrote, “Her personality and unruly talent hardly allow for the attachment of exist​ing labels. She breaks through the traditional borders of jazz, rock, and folk music, and above all is an improviser. As an acrobatic vocalist, she has made a stirring instrument of her voice. She has a strong theatrical charisma, and with her open, professional presentation she can captivate a broad public, including young and new audiences.”

Performing largely as a soloist for the last couple of years, for this disc Bijma joins forces with two formidable instrumentalists, pianist Marilyn Crispell and bas​sist Mark Dresser. Both are classically trained as well as talented and established improvisers; along with drummer Gerry Hemingway, they’ve been composer/mul​ti-instrumentalist Anthony Braxton’s quartet for years now. Thanks to their varied musical backgrounds, on «Barefoot» Crispell’s now skittering, now thumping pia​no and Dresser’s elastically unpredictable bass bob and weave around Bijma’s seismic vocals, rarely just accompanying her in a traditional sense. That’s just as well, since these aren’t exactly traditional tunes. Performance artist that she is, Bijma first imagines scenes—this is her form of composition—then deploys her stunning six-octave range to construct them. In the past, she’s conju​red an African village, quarrelling Italians, Eskimo children at play. Here she works a similar vein on Dresser’s topical «Bosnia», her own darkly impressionistic «Glazed Frost» and dissonant «Lonely Walk», the chirping chant of «... Sings With Strings», and even her more lighthearted «Katsjima» and «Painter». She skirts lounge-lizard parody on the title track, and goes vaudeville on Dresser’s onomato​poeic «Duck Pond», but she can also sound the genuine emotional depths of Crispell’s «As I Drive By»—the closest thing on this disc to a traditional tune. What Bijma is attempting is to paint an aural world. She’s eccentric enough not to be everyone’s taste. But she’s also unique, and interesting enough to deserve a listen. Once you give her that, you may be surprised to find yourself drawn into her crazyquilt universe.

—Gene Santoro

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	ТРИ «О» & BILLY TIPTON MEMORIAL SAXOPHONE QUARTET:

"Live @ Seattle"
	1990
	73:53
	Amy DENIO – см. тж. (в 'Alternative'): Amy DENIO; The DANUBIANS; Tom CORA / Hans REICHEL "Angel Carver"; The (EC) NUDES; PALE NUDES; ONLY A MOTHER; (RESIDENTS): "A Stab at the Residents" (tribute to residents); The SCIENCE GROUP; TONE DOGS (with REICHEL, FRITH);
ТРИ «О» - см.

label: Pentagramma

letov@jazz.ru  http://www.letov.com
Letov [s/bar sax, bass cl, fl]; Kirichenko [euphonium, v]; Alexandrov [fagot]; Amy Denio (см.), Marjorie de Muynck, Babs Helle, Stacy Loebs [saxes].

В середине ХХ века на западном побережье жил джазовый саксофонист Билли Типтон. После его смерти в 40-х годах оказалось, что он не умер,.. а она умерла! Билли была женщиной, выдававшей себя за мужчину всю жизнь, так как в пуританской Америке тогда женщинам играть на саксофоне не очень позволялось. Прошли годы, и вот женский саксофонный квартет им. Билли Типтона пригласил ТриО принять участие в культурной программе. ...Запись, предоставленная Вашему вниманию, сделана радиостанцией Сиэтла во время концерта ТриО в Broadway Concert Hall. Для выступления типтонши дали мне баритон саксофон Yamaha, за что я им очень благодарен. Последняя пьеса представляет собой коллективную свободную импровизацию обоих коллективов.

Три«О» расшифровывается как «Три Отверстия Женщины». Это скрытая цитата из романа Джемса Джойса «Улисс»: “Body of white woman. A flute alive. Blow loud. Blow gentle. Three holes all women… Goddess I didn’t see.” Идея сокращения «Трёх Отверстий Женщины» до «Три О» принадлежит актёру Александру Филиппенко. Это было вызвано его желанием тарифицировать трио в Союзконцерте.

--- Сергей Летов

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Saxhouse
	1993
	49:08
	label: Spoot Music (1992) / Knitting Factory Works (1993)

Amy Denio: alto

Jessica Lurie: alto, tenor

Marjorie de Muynck: soprano, alto, tenor

Barbara J. Marino: baritone, alto

Will Dowd: drums

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Make It Funky God
	1994
	29:01
	label: Horn Hut Recordings (Seattle)

Recorded after a year of extensive touring, this CD has the classic BTMSQ sound Denio's personal favorite

Amy Denio: alto sax;

Jessica Lurie: alto, tenor sax;

Marjorie de Muynck: soprano, tenor sax;

Barbara Marino: baritone sax;

Pam Barger: drums

MAKE IT FUNKY GOD

1. El Canelo (Trad, arr. Denio)

2. Der Heyser Bulgar (Trad, arr. Lurie)

3. Air Drone (Denio) 

4. Mu (Sun Ra; arr. Lurie/De Muynck) 

5. Acoustic Hic Hop (Trad., arr Lurie)

6. Entropic Nocturne (Denio)

	(The BILLY TIPTON MEMORIAL SAXOPHONE QUARTET)
	FoMoFlo:

"Slug & Firearms"
	1996
	52:50
	label: More Music / distr.: God Mountain (Tokyo) / Megatalogo (Italy)

Amy Denio (см.) - saxophones, bass, vocals; 

Dennis Gunn - guitars, vocals, banjo, mandolin; 

Tada Makio - drums; 

Honda Tatsuya -  bass; 

Hoppy Kamiyama - keyboards, tapes, trombone, violin, hose; 

with The Billy Tipton Memorial Saxophone Quartet (Amy Denio, Jessica Lurie, Barbara J. Marino, Maya Johnson).

Produced by Hoppy Kamiyama; recorded by Floyd Reitsma; mixed by Floyd Reitsma and FoMoFlo; mastered by Kondo Yoshiaki.

I heard a cut off this record in the car one morning, but had to get out before I found out what it was. After a few calls to the station yielded nothing, I finally dragged myself down to KCMU and asked the program director to dig through the logs looking for "some kind of big-band on acid with crazy electric guitar." "Oh," he says. "Must be FoMoFlo." I didn't know the half of it.  Slug & Firearms turns out to be the mother of all smorgasbords. Here. Let me give you a taste:

"D.P.W." - Flash Gordon crash lands on Dweezil Zappa's bar mitzvah. 

"Bad Doctor" - Leech therapy for the blues. 

"Fat Asses" - King Crimson beats up Diamanda Galas. 

"Lift & Separate" - Tim Burton's Klezmer-Circus-of-the-Damned. 

"Funeral Music" - Oom-pah, loom-pah, I'm choking on an Everlasting Gobstopper! 

"Eternal Sanctuary" - Shortwave rave. 

"Stick in the Needle" - Le Cabaret Lo Botomy. 

"Insomnia" - Don't even joke about playing this after 11. 

"Camel Surfer" - Bedouin Culture On The Beach. 

"Nobody's Listening" - Edgar Winter meets George Clinton in a china shop. 

"11 78" - Excruciatingly absurd hyper-gibberish. 

"Insomnia #9" - Just when you thought you were coming down?.

There you have it. I don't usually like to do it that way, but they left me no choice. There's not a prayer of summing this one up in less than a dissertation. They cover a ton of ground. The tunes and arrangements are contributed by band members in equal parts and reflect what's obviously a very, very deep pool of influences, musical knowledge and studio savvy. And did I mention Tada Makio's funkier-than-shit drumming?

The thing I find most interesting about this record is that for all the noise, and for all the complexity of the arrangements, it's very clear that there are people making these sounds. This is not random. Listen, and you'll hear some remarkable textures. One of my favorites is the patented Billy Tipton Memorial Saxophone quartet foghorn blast. This is about the richest sound imaginable-a freight train covered in molasses. There's plenty more where that came from, but you'll have to do the mining yourself. Unfortunately, this disc will be hard to find. I had to borrow a copy from Amy Denio's boyfriend. Take the time, though, and hunt it down. I'm willing to bet you own nothing quite like it. 

--  Jason Staczek

	(The) BILLY TIPTON MEMORIAL SAXOPHONE QUARTET
	Pollo D’Oro

(Una Storia Vera)
	1998
	41:37
	PROTAGONISTI:

THE BILLY TIPTON MEMORIAL SAXOPHONE QUARTET (Seattle, USA): Amy Denio  [a s, backs]; Maya Johnson [t s, backs]; Jessica Lurie [a&t s, backs]; Barbara Marino [bar s, snare-a-tone (#2), d (#5), backs, chicken rap];

with: NE ZHDALI (см. в 'Alternative') (Berlin, Germany): Leonid Soybelman [g, v- (#2,9)]; Vadim ‘Baguk’ Veeremaa [fr h, tp]; Oleg Davidovitch [b, trb]; Vitaly Redchits [d]; Andrey ‘Bitty’ Kulagin [side whistle, perc, v- (#10)].

Arranged, recorded and mixed in 1996.

1. The 8th Day

2. Uke

3. Argonauts (Pollo D’Oro)

4. Petunja

5. Wheel of Fortune

6. Bulb

7. Stitch

8. Unexpected Arrival

9. No Moon, No Sun

10. Kansas

11. Nothing Was Happen!

	Andrew BIRD – см.: SQUIRREL  NUT  ZIPPERS
	
	
	
	

	Iva  BITTOVA
	Svatba
	1988
	36:22
	Iva Bittova - см. тж. с: Fred Frith; BROOMSTICK TO HEAVEN;

free improvisation
label: No Man’s Land / Review Records

Iva Bittova [violin, voice]; Pavel Fajt (см. тж. с: The DANUBIANS; Anna HOMLER в 'Alternative') [d, special metals].

Singer and violinist Iva Bittová is one of the few artists from the Czech Republic to enjoy an international career. Her irresistible charm, original use of voice, and fondness of melodies that sit on the border of avant-garde and playground nursery rhymes won her devoted fans around the world, although the core of her audience resides in Eastern Europe. 

Iva Bittová was born July 7, 1958, in Bruntal, Moravia (Czech Republic). The second of three daughters, she grew up in a musical environment. Her father, Koloman Bitto, played guitar, trumpet, and double bass in folk and classical ensembles. Her mother, Ludmila Bittová, a trained teacher, spent her life singing in professional vocal ensembles. During Iva's childhood the family traveled a lot between towns as her father changed jobs frequently. She took ballet and violin lessons, and performed children's parts on-stage. The family eventually settled in Brno, and there she concentrated her interests on theater, completing her drama studies in college. For the next ten years she worked as an actress, appearing on television and in a handful of Czech feature films, including Jaromil Jires' Ostrov Stribrnych Volavek (The Island of Silver Herons) and Zápisník Zmizeleho (Diary of a Lost Soul). 

In the early '80s, Bittová renewed her interest in the violin. She began lessons with Rudolf Stastny and started to develop her unique vocal techniques, made of whispers, grunts, and moans, along with a playful, almost giddy tone. Her first musical partner was drummer Pavel Fajt (Dunaj, later with Pluto, the Danubians) with whom she recorded her first record, Iva Bittová & Pavel Fajt, in 1985. She also released a few solo EPs and recorded with Dunaj during these first years (her tenure with this influential avant-rock group would last from 1985 to 1988). Her second LP with Fajt, Svatba (The Wedding), was picked up for international distribution by Review Records. That's how it came to the attention of ex-Henry Cow member Chris Cutler and eventually to Fred Frith. The seminal avant-garde guitarist featured the duo in the 1989 film and soundtrack Step Across the Border, giving them their first international exposure and spawning a tour outside of Eastern Europe. 

Bittová's first full-length solo album came out in 1991 on Pavian, followed the next year by River of Milk, her first U.S. release. During the mid-'90s she worked mainly as a solo artist, recording two more albums for BMG, but she also concluded her association with Fajt and Dunaj on the 1995 Pustit Musís and made her first foray into classical music with a series of concerts and a CD of Béla Bartók's violin duets (with Dorothea Kellerová). 

In 1997, Bittová teamed up with Rale guitarist Vladimír Václavek to record the beautiful Bílé Inferno (on Indies). This and the 1998 eponymous solo CD released on Nonesuch revived her international career. Václavek stormed through a number of festivals around the world, playing in Europe, Japan, Canada, and the U.S. and also released an album in September 2001.

	Iva  BITTOVA
	Ne Nehledej
	1994
	45:24
	label: BMG Ariola CR/SR

	Iva  BITTOVA
	Divna Slečinka
	1996
	50:10
	label: BMG

Iva  BITTOVA: spev, housle, viola

zvuk: Pavel Fajt

	Iva  BITTOVA
	Iva Bittova
	1997
	54:47
	folk / improvisational music

label: Nonesuch

Iva Bittova [violin, viola, voc].

produced and engineered by Pavel Fajt

all songs by Iva Bittova

	Iva  BITTOVA
	Bile Inferno
	1997
	77:12
	label: Indies Records

Iva Bittova [housle, kalimba, perkuse, viola, zpev, vodofon, africa lyra]; Vladimir Vaclavek [kytara, buben, sas, zpev, perkuse, mandolina]; Ida Kelarova (см. в 'Rock') [klavir, zpev]; Tom Cora (см.) [violoncello, kalhoty]; Frantisek Kucera [kridlovka, trubka, musle, ghatam]; Jaromir Honzak [kontrabas]; divci sbor Lelky [zpev].

	Iva  BITTOVA
	Dance of the Vampires
	2000
	58:42
	label: edited by Nederlands Blazers Ensemble  www.nederlandsblazersensemble.nl
Music of Iva Bittova (and Leos Janacek - #2,3,7,11)

Performed by Iva Bittova [v, vln, viola] and Netherlands Wind Ensemble

	Iva  BITTOVA
	Cikori
	2001
	51:31
	label: Indies Records (Czech Republic) http/mp3: www.indiesrec.cz 

Iva Bittova [housle, zpev, kazu]; Vladimir Vaclavek [akusticka kytara]; Frantisek Kucera [trumpeta, kridlovka]; Jaromir Honzak [kontrabas]; Milos Dvoracek [bici, perkuse].

	Iva  BITTOVA
	Pustit Musis
	
	54:45
	IVA BITTOVA / DUNAJ / PAVEL FAJT:

Iva Bittova: vocal

Jiri Kolsovsky: vocal, guitar

Vladimir Vaclavek: bass & ac guitar

Josef Ostransky: guitar

Pavel Koudelka: drums

Pavel Fajt: drums

	BJÖRK

(Björk GUDMUNDSDOTTIR)
	Gling-Glo
	1990
	51:10
	Бьорк – одна из самых интересных, оригинальных и экс​травагантных певиц рубежа веков. «Бьорк — очень чувствительное сущест​во. Она уникальна во всех проявлениях. Её родители были хиппи, дочку об​разованием не утруждали, не навязывали ей никаких взглядов. Ко всему, что она знает, переживает, Бьорк пришла сама. Поэтому наблюдать за ней, узнавать её очень интересно». Эти слова принадлежат Катрин Денёв.
label: Smekkleysa (Iceland)

джазовый диск этой певицы (остальные см. в ‘Rock’)

rec.: Sept. 1990

Bjork with trio Gudmundar Ingolffsonar:

Gudmundur Ingolfsson • Piano og tamborina 

Gudmundur Steingrimsson • Trommur, marakas, hreindyrabjöllur

Pordur Högnason • Bassi 

Björk Gudmundsdottir • Söngur og munnharpa

1. GLING GLO

Lag: Alfred Clausen - Texti: Kristin Engilbertsdottir
2. LUKTAR-GVENDUR 

Lag: Nät Simon - Texti: Eirikur K. Eiriksson
3. KATA ROKKAR 

Lag og texti: Theodor Einarsson
4. PABBI MINN 

Lag: P. Burkhard - Texti: Porsteinn Sveinsson
5. BRESTIR OG BRAK 

Lag: Jon Muli Arnason - Texti: Jonas Arnason
6. ASTARTÖFRAR 

Lag og texti: Valdimar Audunsson
7. BELLA SIMAMAER

Lag: Mark Fontenoy - Texti: Loftur Gudmundsson
8. LITLI TONLISTARMADURINN 

Lag og texti: 12. September
9. PAD SEST EKKI SAETARI MEY 

Lag: Rogers and Hammerstein – Texti: Loftur Gudmundsson
10. BILAVISUR

Lag: Holmes - Texti: Jon Sigurdsson
11. TONDELEYO

Lag: Sigfus Halldorsson - Texti: Tomas Gudmundsson
12. EG VEIT EI HVAD SKAL SEGJA

Lag: Coleman, Darion og Gimbel - Texti: Loftur Gudmundsson
13. I DANSI MED PER 

Lag: Pablo Beltrani Ruiz - Texti: Porsteinn Sveinsson
14. BÖRNIN VID TJÖRNINA 

Lag og texti: Jenni Jonsson
15. RUBY BABY 

(J. Leiber / M. Stolter)
16. I CAN’T HELP LOVING THAT MAN

(Oscar Hammerstein II / Jerome Kern)
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Björkenheim / Håker Flaten / Nilssen-Love

1. Oikosulko
2. Säde
3. Salaa
4. Taajus

5. xxx
6. Vittula
7. Paahtaa
Björkenheim, like his Norwegian friends, has a very open approach when it comes to making music. It´s not diffficult to hear that he has his roots in both Hendrix and Zappa on one hand, and Coltrane, Miles and Mingus on the other. But he uses these, and other sources, to express himself in a totally unique way, one moment being highly melodic and groovy, then shifting to more aggresive and challenging moods. 

-- Puls (NO)

Raoul Björkenheim is a guitar wizard and with bassist Ingebrigt Håker Flaten and drummer Paal Nilssen-Love he stirs a very powerful magic potion. A musical mix where free improvisation, experimental rock, jazzrock and free jazz are some of the ingrediences. 

-- 6/6. VG (NO)

The unique Finnish guitar master Raoul Björkenheim teams up with the hot, young Norwegian rhythm section of Ingebrigt Håker Flaten (bass) and Paal Nilssen-Love (drums) in a classic powertrio setup. Burning with an untamed energy this is neither jazz nor rock, but a free spirited music that in places reminds us of another trio, Hendrix´ criminally underrated Band Of Gypsys. Recorded live in the studio to analogue tape during two January days this year, the sound of this record is excellent with much warmth and clarity.

The whole session exudes confidence.The trio´s level of integration far outstrips its existence as an entity, telepathically divining when to drive towards critical mass and when to allow space into the proceedings. And the scope of their improvisational ideas is breathtaking. To be able to both listen and react at this level of intensity is a rare gift. Quite simply, this is joyous music, with a spirit very much akin to The Mahavishnu Orchestra´s "The Inner Mounting Flame". What the trio will be capable of when they have had time to draw breath is a truly exciting prospect. 

-- The Wire (UK)

That Raoul Björkenheim belongs with the very best of guitarists, is old news. That it should be the Norwegian brotherhood of rhythm that should get the best out of him, now seems kind of predestined. Björkenheim is beyond technical and empty illusionist playing and creates dark epics with plenty of substance. Flaten´s bass playing points back to the healthy parts of seventies progressive jazz, to the good times before it became a sport. Nilssen-Love is eruptive, keen and devoted and at their best they sound unrivalled. They have caught a tradition that very few have the capacity to renew, and have given it wings. 

-- 6/6. Aftenposten (NO) 

Traces from Hendrix as well as Sonic Youth. Listen to "Säde" you pay a visit to New York´s avantgarde rockscene. But this is no copy of yesterdays kings, this trio stand firmly on their own feet. The groove is impressive, it really hits you, and rhytmically it´s perfect. They are never temptet to become inwardlooking or selfcentered. It´s a very open record that invites you into an exciting musical world. 

-- Spot (NO)

What immediately hits you about the music of the Scorch Trio is their raw intensity and singularity of purpose. Guitarist Björkenheim brings a passion for Jimi Hendrix, John Coltrane and Ornette Coleman to this guitarist trio format. Backing Björkenheim is one of the hottest rythm sections in jazz today. As displayed here, their energy is apparently unlimited. Björkenheim conjures the spirit of Sonny Sharrock´s search and destroy sound on the 13-minute opening track as Nilssen-Love plays at a frenzied pace. From there the pace rarely slows. They hammer through "Taalus" and the odessey of nearly twelve minutes of "XXX". Björkenheim is in full control of his guitar effects be they the eerie atmospheric ambiance heard on "Vittula" or the James Ulmer blues of "Salaa", perhaps the highlight of this session. 

-- All About Jazz (US)

Another classic from Rune Grammofon. An exceptional record by three fantastic musicians. On "Saala" Håker Flatens repeating and developing riff and Nilssen-Loves swinging time makes a perfect groove that could go on for ever without ever becoming boring. A height both in Rune Grammofon´s incredible catalogue as well as in the musicians many sided careers. You have to hear it! 

-- Groove (NO)

A red-hot power-house of a CD, absolutely bursting with passion and energy.
The music is highly charged, and at times ferociously delivered, yet keeping well away from the white noise cop out of some bands. You´ll not find a more passionate album for a long while, but handle with care these boys are hot. 

-- Straight No Chaser (UK)

The extraordinary thing about this record is the mix of variety and focus. Björkenheim uses his guitar in a melodic, percussive and textural way, going from a deconstructed Larry Coryell to an absurd country-Frisell, a scary Holdsworth or simply a mental R2-D2. But while doing all this he manages, as the composer he truly is, to treat the material in an interesting way. He lets the elements breathe and develop and float down the river that is Flaten and Nilssen-Love. And what a ride it is. 

-- Jazznytt (NO)

The music is incredibly energetic and complex, demonstrating a perfect understanding and respect of each other´s role. While Björkenheim is the most experienced of the three, he doesn´t hesitate one moment to let his rhythmic session take the lead and set up the pace before applying his expertise. This results in a perfectly balanced yet powerful and assertive performance. The trio generate some amazing moments, touching a wide range of genres, from free improvisations to experimental rock....
.. takes the listener to the forefront of jazz experimentation while remaining accessible. 

-- The Milk Factory (UK)

Björkenheim turns his solos inside out, twisting into strange shapes, switching pitches and apeing the sound of hammered metal tubing. This is the power trio genre goaded into its most savage expression yet.  – Amazon (UK)

A most remarkable album and one to put the cause of guitar fusion light years ahead of most competitors in the field. 

-- CD Services (UK)

One mighty headfuck of an album. 

-- Silver Juice (UK)

The wide assortment of riffs, rhythms and textures give the listener more than enough to chew on -- and be captivated by. The Scorch Trio provides music that is alternately experimental and hardcore and quite often both. It´s a highly satisfying combination. 

-- Sonomu (UK)

Scotch Trio certainly inhabit the same freewheeling planes as Ornette Coleman inspired fusionists Sonny Sharrock and Blood Ulmer. Raw, bluesy and infused with freespirited improvisation, their music is a thrill. As the album unfolds, the players explore a wide range of moods, textures and connections, with every track holding
a different appeal. 

-- Jazzwise (UK)

This is some of the most exciting and abrasive trio playing released this year and is a noticeable addition to the work of all three players. If ever the term "power trio" needed a definition then this is where you´d find it. 

-- World Music Portal (UK)
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Raoul Bjorkenheim [g]; Lukas Ligeti (см. тж. с: KOMBINAT M (в 'Alternative')) [d].

SHADOWGLOW
Raoul and I first played together on a dark afternoon in December 2002 in a small, windowless rehearsal space in midtown Manhattan. But, for both of us, the music we began making immediately created infinite windows in the walls of this room, opening vistas to strange yet pleasant worlds full of unusual shapes and colors. What has followed since then is an exploration of spontaneously created timbres and meters coalescing into harmonies and forms we might each have been searching for, but are now finding.
Everything you hear on this album is fresh, the product of only a few months of occasional rehearsing and gigging, during which we kept coming up with new musical possibilities, some of which evolved while others emerged only to slip back out of our grip. We share a wide, nearly omnivorous interest in things musical and otherwise; the wish to develop a large personal vocabulary on our instruments rather than settling into a narrow esthetic; a special affinity for traditional musics from various parts of the world; and uncompromising experimentalism while aiming for beauty - rejecting the politics of rejection.
This is improvised music, but both of us are also active as composers in the completely notated domain, taking these different ways of working equally seriously and believing that the cross-fertilization of these methods more than makes up for whatever may be sacrificed in stringency. Jazz looms in the picture, as a language to refer to, but more than that, as a springboard to certain types of interactivity.
Our interplay is conversational; in general, we prefer to have several distinctly different things happening simultaneously and having these elements maintain precarious yet discernible relationships to one another. For us, the musical interplay documented here is the auspicious beginning of a path of exploration leading through the infinite windows of that windowless rehearsal space, through the skyline of our home town of New York, out into the breadth and wilderness of the world -- this world and those other colorful, strange worlds out there, somewhere.
-- New York City, October 6, 2003 Lukas Ligeti

Raoul  Bjorkenheim  and  Lukas  Ligeti
New York City may not be the capital of the United States but it certainly can, with good reason, be seen as the capital of the modern art and music world. This includes being the unchallenged center for improvised music in its various forms and guises. Therefore, it is not surprising that Raoul Bjorkenheim and Lukas Ligeti, two cosmopolitans by background and by inclination, came to meet and first work together in New York City. Like so many others, Bjorkenheim and Ligeti were drawn to New York not only by the opportunities that it offers to work with like-minded artists but, perhaps even more importantly, by the unique energy and drive that the city generates.
Both Bjorkenheim and Ligeti now make New York their home and have actually divided much of their lives between the United States and Europe. Bjorkenheim was born in the United States of Finnish parents and lived there until the age of 15, but then spent most of the next 30 years based in Finland before returning to live in New York in 2001. Ligeti, on the other hand, was born in Austria of Hungarian parents and grew up mainly in Vienna, but spent time in the United States as a child and cultivated close ties to the country; he then lived in California from 1994 until 1996 and settled in New York in 1998.
And, as both of these musicians/composers share an interest in a broad range of music, from experimental rock and free improvisation to fully-notated, the fact that they came to meet and co-operate should not be seen as an accident. Initially, it was the West Coast guitarist Henry Kaiser who saw the logic of the two working together: having played and recorded with both Bjorkenheim and Ligeti, Kaiser was familiar with their compatible interests and suggested that the two get together.
In addition to their interest in improvised music, Bjorkenheim and Ligeti share an interest in the musics of different parts of the world. In Bjorkenheim's case, this has resulted in playing both guitar and occasionally electric bass in various groups featuring different styles of African music and often also musicians from the countries in question. Similarly, Ligeti has, during his more than a dozen trips to various parts of Africa, not only taught local musicians and studied the local music styles but also worked extensively with African musicians. This is important for the understanding of the music on this recording. Possibly, their mutual interest in the musics of the world has never been as clearly demonstrated as on this recording, wherein references to Asian, African and European indigenous musical styles and, in particular, rhythmic patterns can easily be detected. Still, this is not what has come to be known as world music. Instead, we have two artists reflecting their shared and/or separate influences and interests in an open, improvisational context that is always strictly modern in approach.
For this session, no music was "written", but preparation consisted of intensive rehearsal sessions where the two musicians improvised based on rhythmic patterns or melodic ideas that they found to be of common interest. Prior to these sessions, Bjorkenheim and Ligeti had also performed publicly at such venerable "downtown" venues as Tonic, Right Bank Cafe and Downtown Music Gallery, sometimes sharing the stage with others, including guitarist Elliott Sharp and saxophonist Ned Rothenberg, and sometimes focusing on the basic duo. Each time, the common feature has been the unpredictable rather than settling for the well-tried. In this sense, Bjorkenheim and Ligeti share the artistic sensibilities of many fixtures of the New York "downtown" scene, although their music stands very much on its own.
Listeners familiar with Bjorkenheim's past recordings will find something familiar but also something very new and, maybe, surprising on this recording. The expansive, high-energy improvisations of the past are largely replaced by more intricate interplay within the rhythmic patterns supplied by Ligeti. Often, Bjorkenheim moves to the background allowing Ligeti to take the lead over a carpet of guitar sounds. The shamanistic quality that Bjorkenheim's playing has been known for still surfaces at times, but is more tempered than in the past. And those familiar with Ligeti's previous work will also find new openings here; he has greatly enriched his timbral palette on the drumset, and the duo context affords him the space to formulate some of his structural ideas with clarity.
Bjorkenheim and Ligeti plan to continue to play as a duo and, maybe, augment it with a third member for some projects. They wish to develop this music through public performances and one can only hope that there will be many opportunities to do so.
-- Helsinki, October 12, 2003 Petri Haussila

The  Musicians
Raoul Bjorkenheim was born in Los Angeles and lived in the United States until the age of 15. After finishing school in Helsinki, Finland, Bjorkenheim studied classical guitar at the Helsinki Conservatory in 1977 and 1978 and then studied at the Berklee College of Music from 1978 until 1981 returning to Finland after graduation. In 2001, Bjorkenheim moved to New York, which now is the permanent home for him and his family. Bjorkenheim has produced a broad body of works ranging from solo guitar pieces to a concerto for electric guitar, violin and symphony orchestra. In recognition of his work, Bjorkenheim has received a number of awards, including the Young Finland Prize in 1996, the Emma prize for the best Finnish jazz recording in 1992, and the Yrjo price of the Finnish Jazz Federation as the jazz musician of the year in 1984.
Bjorkenheim's early influences ranged from Jimi Hendrix and B.B. King to Frank Zappa but gradually he broadened the scope of his interests to include John McLaughlin and John Coltrane on the way to developing his own, highly personal style. Bjorkenheim's guitar playing has often been described as a force of nature, the conventional traits usually associated with jazz or rock having melded into a more visceral, expressionistic approach to creating timbre and velocities. Experimenting with various tunings on 6- and 12-string guitars, Bjorkenheim makes full use of the subtleties offered by electronics, often creating startling textures.
Bjorkenheim's early musical associations included Arbuusi, a trio also featuring bassist Toppo Isopuro and drummer Tom Nekljudow, which was active from 1976 until the 1980s, as well as Roommushklahn with saxophonist Jone Takamaki, pianist Jarmo Savolainen, bassist Antti Hytti and Nekljudow. Although Roommushklahn was only active for a relatively brief period in the early 1980s, Bjorkenheim has continued his cooperation with all of its other members over the years, including in his own groups and, for example, Suhkan Uhka, the 12-member ensemble that released its first recording on TUM Records in 2003 (Suhka, TUM CD 001), although Bjorkenheim had already moved back to New York by the time of this recording.
Bjorkenheim's breakthrough into international consciousness came through his membership in Edward Vesala's Sound and Fury ensemble, which lasted for much of the 1980s and resulted in classic recordings for Vesala's own Leo Records (Bad Luck, Good Luck, Leo 015, and Kullervo, Leo 017) as well as ECM Records (Lumi, ECM 1339). Bjorkenheim also participated in various spin-off projects arising from Sound and Fury, including Rinne Radio, led by saxophonist Tapani Rinne, as well as Krakatau, an experimental trio initially established with trombonist Jari Hongisto and Vesala, which gradually developed into a group lead by Bjorkenheim.
From 1986 through 1996, Krakatau went through different incarnations that each added to Bjorkenheim's reputation as one of Europe's leading guitarists working within the realm on experimental improvisation. After two albums produced for the Hieronymus label in Finland (Ritual, KR1, and Alive, KRCD2), Krakatau made two well-received recordings for ECM Records (Volition, ECM 1466, and Matinale, ECM 1529), which featured the internationally best known version of Krakatau, including saxophonist Jone Takamaki, bassist Ulf Krokfors and either Alf Forsman or Ippe Katka on drums.
After Krakatau disbanded, Bjorkenheim has increasingly focused on composing and has been featured as a soloist both in his works for the UMO Jazz Orchestra and in other works composed either for a symphony orchestra or for smaller chamber ensembles. Bjorkenheim has also collaborated extensively with other experimental musicians including guitarists Nicky Skopelitis and Henry Kaiser, trumpeter Toshinori Kondo, keyboardist Paul Schutze, bassist Bill Laswell, drummer Ronald Shannon Jackson and many others. After moving to New York in 2001, Bjorkenheim worked for nearly a year with the Ethiopian singer Gigi. Currently, Bjorkenheim co-leads the Scorch Trio with bassist Ingebrigt Haker Flaten and drummer Paal Nilssen-Love (Scorch Trio, Rune Grammofon RCD2025).
Lukas Ligeti was born in Vienna, Austria, and grew up mainly in that city, though he lived in the United States for a year during his childhood and maintained close ties to that country until eventually settling there. He studied composition (with Erich Urbanner) and jazz drums (with Fritz Ozmec) at the Vienna University for Music and the Performing Arts and, upon the completion of his studies there, spent two years (1994-1996) in California at Stanford University's computer music center. Since 1998, he has lived in New York City.
Ligeti only started playing music after graduating from high school, but quickly began developing his own voice. In the early days of his composition studies, he began working on a motion-based technique for playing polymetric patterns on the drums, along with a tabulature notation, and his compositions employ unusual concepts of polytempo interplay, with musicians sometimes being conducted by a computer relaying metronomic and other information to the players. Ethno-musicological recordings and analyses, especially of African music, and experimental mathematics were important early inspirations at the end of the 1980s, and around the same time, his interest in jazz led him to the music of the "downtown" New York avant-garde. On the whole, in his development and attitude as a composer, he probably has more in common with the so-called American "mavericks" (including composers like Charles Ives, Henry Cowell, Harry Partch, John Zorn and others) than with any European contemporary tradition.
While he was still a student, Ligeti's works were being played by the London Sinfonietta and the Vienna Radio Symphony Orchestra; in the past eight years, he has been commissioned by the Kronos Quartet, Ensemble Modern, Vienna Festival, American Composers Forum and many others, and his music has been played by the Orchestre National de Lyon, San Francisco Contemporary Music Players, Kathleen Supove, the Amadinda Percussion Group and others at festivals worldwide.
Lukas' first recording came out in 1991, with the band Things of NowNow (NowNowism, Extraplatte EX123), which he had co-founded with fellow composition students to explore the borderlines between composition and improvisation; his first release outside of Austria was with the group Kombinat M (Hybrid Beat, Cuneiform Rune 48) in 1993.
Arriving in San Francisco in 1994, he became increasingly active as an improviser, forging an ongoing musical relationship with guitarist Henry Kaiser and other California musicians, documented, among others, on "Heavy Meta" with the Goodman-Kaiser-Ligeti trio (Ecstatic Yod e#76) and on Henry Kaiser and Wadada Leo Smith's "Yo Miles!" (Shanachie 5046). After moving to New York, he worked with Elliott Sharp, Ned Rothenberg, Daniel Carter and others; he has also played with Gianni Gebbia, Benoit Delbecq, John Tchicai, Michael Manring and Chis Cutler, with electronic musicians Rupert Huber and Pyrolator Kurt Dahlke and with many others. Still, his main focus as a performer throughout the late 1990s was probably on solo concerts using electronic percussion. Since 2003, he co-curates "Freezone New York", a weekly series for improvised music, with guitarist Ty Cumbie.
Ligeti is also known as a pioneer in the area of experimental cultural exchange. Commissioned by the Goethe Institute, he traveled to Cote d'lvoire in 1994 and founded the group Beta Foly with musicians from West Africa to explore the combination of African traditions and instruments with improvisation and electronics: this work can be heard on the 1997 recording "Lukas Ligeti & Beta Foly" (Intuition 3216). He has also performed with Batonka musicians in Zim​babwe; played in Mozambique and South Africa; collaborated with Nubian musicians at the Cairo opera; created a piece for Caribbean musicians in Miami; and, since 2000, worked on various projects with the singer Mai Lingani from Burkina Faso.
Recordings featuring Ligeti as a composer or improviser can also be found on Staub-gold, Starkland, Naive, Lotus Records, ORF Zeit-Ton, Ocho and a number of other labels.

The  Music
All compositions included on this recording have been created jointly by Raoul Bjorken-heim and Lukas Ligeti.
■ Into Fall has Bjorkenheim's 12-string guitar tuned to an unconventional open chord spanning fields of green, blue and pink over Ligeti's polymetric drum patterns.
■  Ghostedwall is a grey-blue-metallic high-speed dialogue between drums and prepared guitar, with the guitar producing a simultaneous backdrop of gentle yet ominous church-bell sounds.
■ Niagara Mohawk is a journey between two wildly different worlds, referencing areas such as new dance beats and free jazz, tied together by interrelated guitar sounds and a succession of surprising yet organic tempo changes.
■ Rain Turns Red Gold has Bjorkenheim's Tri-sonic steel guitar telling an African-inspired musical tale, perhaps of arid fields made fertile by the rain, accompanied by Ligeti's prepared log-drum and other rare sounds.
■  Cogwheels of Speed has Ligeti's polymetric, motion-based drumming technique, inspired by concepts from Central African music, driving this piece in which the drums and the guitar engage in a wild chase ending in a high-energy stretta.
■ Shed and Torn features Bjorkenheim playing an electric viola da gamba built to his design by Finnish luthier Wege. Various sound worlds are visited, from string harmonics to Ligeti's pitch bends on his Chinese tam-tam, to sounds evoking the gimbri, a string instrument of Morocco's Gnawa culture.
■ In the Flesh is an introspective dialogue with Ligeti's bass drum acting as the harmonic pedal point for Bjorkenheim's guitar lines, which take on a vocal quality as they move between modal regions.
■ Duoyell uses pansori vocal music from Korea and John Coltrane as inspirations for Bjorkenheim's guitar melodies, which enter into an energetic call and response with Ligeti's free-flowing drumming.
■  Olivezone has rock rhythms briefly surfacing as Ligeti creates a polyrhythmic backdrop to Bjorkenheim's prepared guitar, their interaction pulling and tugging as they go back and forth between various melodic themes, surprising each other on the way.
■ Viscousphere has Bjorkenheim using the prepared outer strings of his guitar to create a quasi-gamelan accompaniment while employing a slide on the inner strings to evoke a sub-aquatic environment over Ligeti's buzzing and ringing percussion, ranging from orange to anthracite.
■ Fountain Jewel uses African musics of many types as the main inspiration for an atmospheric journey: for Bjorkenheim, the stylings of Madagascar's acoustic guitar virtuoso D'Gary, and for Ligeti, the rhythms of West and Central African urban pop. Together, they create an imaginary landscape of bright and inviting colors.
■ Changgo Valse features the mono​chrome scale of Bjorkenheim's 12-string guitar, evoking open spaces tinged with a sense of melancholy, and Ligeti's grooves, influenced by the Changgo drum from Korea, that combine in an unsettling way. Increasingly, however, subtle interaction brings about a fragile cohesion between these disparate soundworlds.
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free-fusion
label: Winter & Winter

Jim Black: drums

Hilmar Jensson: electric guitar

Chris Speed: tenor saxophone, clarinet

Skuli Sverrisson: electric bass

Drummer and percussionist Jim Black became one of the most in-demand drummers in avant-garde jazz and improvised music as the '90s progressed. After moving from Seattle to N.Y.C. in 1991, Black became a member of Tim Berne's Bloodcount, Dave Douglas' Tiny Bell Trio, Ellery Eskelin's trio, and Pachora. In addition to his regular performances and recordings in these groups, Black has also played with Paul Motian, Charlie Haden, Uri Caine, Carla Bley, Matt Darriau's Paradox Trio, and more. Black's multi-tasking approach to drumming — somewhat related to the style of Han Bennink with an added constant flow of incorporating various objects from bells to bowls to hand drums — has wowed countless live audiences and helped to bring a new generation of young listeners to jazz and improvised music.

In live performance, N.Y.C. drummer Jim Black can't help but grab a lion's share of the audience attention from his bandmates. Even in ensembles led by such stellar players as Dave Douglas, Tim Berne, Ellery Eskelin, and Chris Speed, his percussive pyrotechnics are simply riveting, and one wonders whether those bandleaders have noticed the many instances when everyone's eyes are locked on the guy back there thrashing away on the skins and adding coloristic flourishes with a host of oddball paraphernalia. Fans of post-bop are among those who sit up straight and take notice; yes, he has caused even trad jazz jaws to drop. Black now has his first CD out on the estimable Winter & Winter label, and he's pulled a bit of a fast one on the jazz crowd — this skews away from being a jazz record, even an avant jazz record, much of the time. Black sometimes tips his hi-hat to the type of music his jazz-focused fans might expect; there may be some modern creative experimentation as practiced by Berne or Eskelin, but the avant Balkan jazz of Tiny Bell Trio or the Mediterranean-influenced groovefest of Pachora is not much in evidence at all. This is closer to Black's work with Chris Speed's yeah NO or the Human Feel collective, but even rockier, or at least post-rockier, than either of those. And, whether intentionally or not, Alasnoaxis even draws a bit from the annals of prog and art rock, with Icelandic electric guitarist Hilmar Jensson throwing a few Robert Fripp and David Torn influences into the mix now and again (certainly taking this group farther from the territory where one would find Brad Shepik). Wisely, Black seems to understand that an album such as this can't rely on his percussive skills alone; the kinetic excitement of his live performances won't transfer 100 percent to the CD format, so composing and arranging skills will have to come into play. And come into play they do. Black has fashioned a set of 15 mainly short pieces, some even structured like instrumental indie rock tunes. There are explosive, distorted power chords from Jensson, and ominous underlying textures are employed as undercurrents to the conventionally structured pieces as well as stand-alone ambient-flavored tracks, giving the proceedings a sense of both melancholy and unease. While saxophonist and clarinetist Speed (a partner to Black on many projects) has plenty of wild and forceful moments here, Black has also placed him in settings that tend to bring out a plaintive and fragile quality in his tone, creating a striking contrast when the reedman faces off against the deep growling beast of Jensson's guitar. Skuli Sverrisson, like Jensson a native of Iceland, anchors the goings-on with deep bass lines that settle in and move the band along or — in the case of the impressive, loping "Optical" — thrust against the music's prevailing currents. Of course, it may be difficult to pinpoint exactly where the current is in "Optical," as all four bandmembers seemingly occupy different universes (with Jensson exploring Frippertronics-like sound washes) that only intersect at the piece's conclusion. In "Icon," nearly static multi-layered atmospheric ruminations balance with a beautiful slowly unfolding melody that emerges in altered form as a solo clarinet statement from Speed at the piece's conclusion. The following number, " Luxuriate," is given over to ominous low textural soundscapes for much of its length; the mid-tempo groove and pretty theme of "Boombye" become unhinged by crashing power chords from Jensson that again recall Fripp, as Speed places his mellow clarinet over the top in one of the album's characteristically unusual juxtapositions. The crisp and propulsive up-tempo drumming that often elicits cheers from live audiences emerges most clearly on "Nion" and the unlisted portion of the album closer "Angels and Artiface." (The off-kilter ostinatos from the guitar on "Neon" actually recall King Crimson's "Discipline.") Alasnoaxis is a great debut for Black, although those who prefer their jazz unsullied by elements of the indie, prog, and avant rock worlds may be a bit put off. Oh well, you can't please everybody.
1. M m

2. Optical

3. Maybe

4. Ambacharm

5. Garden Frequency

6. Poet Staggered

7. Backfloatpedal

8. Icon

9. Luxuriate

10. Boombye

11. A uk an d Dromedary

12. Trace

13. Nion

14. Melize

15. Angels and Artiface
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	Мрачноватый (в скандинавском духе) фьюжн.
label: Winter & Winter  info@winterandwinter.com 

Jim Black - drums, black box with glowing screen, black rubber chaos pad, pianica, buried guitar 

Hilmar Jensson - electric guitars, wood grain box with black dials, other small boxes 

Chris Speed - tenor sax, clarinet, green box with silver buttons, tiny keyboard

Skuli Sverrisson - electric bass, black box with glowing screen, attachables

The sophomore solo outing by drummer extraordinaire Jim Black and his Alasnoaxis band (Chris Speed on reeds and winds, Hilmar Jensson on guitars, Skuli Sverrisson on bass, everybody on effects) takes the more rock-oriented elements from his debut and explores them to heavily distorted yet wildly lyrical ends. This is music with its power-chorded rock riffs worn loudly and proudly, pushing the needle into the red on virtually every tune, while exploring the notions of overt yet complex lyricism and song forms. The drum mix is wonderfully muddy and it pulses every movement by Speed, who carries the role of "singer" here and gives him room in the squall of strings to hover, float, wind, and croon through the maelstrom — check the glorious "Aloe Evra," with its transcendent contrapuntal lyric line juxtaposed against the distortion boxes and pedals of Jensson's six string. For the sake of dynamic, "Icratic" is a little more overtly jazz in its construction, with a series of flatted sevenths offering a palette for Sverrisson's bass to offer a bottom rife for exploration. The tune plods, unboxing itself slowly until the halfway point, when it becomes a free-for-all improvisation with careful attention to textured atmospherics. "Cheepa vs. Cheep" is right back into rockistry, with melodica's clarinets and saxophones playing seductively against the wall, such as on "Mydir Now," where the band tracks Black's percussive heavy meandering into all sorts of darkened corners, and fill them with the light of intimate communication and truly canny articulation. This is a solid, humorous, and delightful recording by a guy who is really just getting started as a composer. It should also be noted that the sleeve by Japanese comic artist Yoshitomo Nara is as beautiful as the music.
1) Aloe Evra 6:43 

2) Icratic 6:17 

3) Cheepa vs. Cheep 5:10

4) You Were Out 2:35 

5) war again error 1:39 

6) Ble 6:32 

7) Myndir Now 8:12 

8) Ant Work Song 6:57 

9) Awkwarder 6:16 

10) Blissed (Selfchatter Mix) 12:03
All compositions by Jim Black

	Jim BLACK
	Jim Black AlasNoAxis:

"Habyor"
	2004
	51:52
	label: Winter & Winter

Jim Black: drums, wurlitzer piano, melodica, handsonic

Hilmar Jensson: guitars

Chris Speed: tenor sax, clarinet, wurlitzer piano, accordion, casiotone

Skuli Sverrisson: bass

Well, this is the third album from Black's group AlasNoAxis, and if listeners haven't heard this project before and are coming to it from any of the other projects these players have been associated with, they're likely to be a bit confused. The reason is that despite their chops and their backgrounds, this isn't really a jazz album. It's a rock album, but they use a horn player instead of a singer. Despite what some jazz purists may say, this doesn't make the music any less interesting or less valuable. In fact, if it's taken at face value, without expectations, it's a great album. These players have no problem rocking things up. Despite the lack of actual lyrics, the tunes tell a story and constantly keep the listener engaged. The songs (all composed by Black) are well written, and the band's use and control of dynamics are masterful. Speed's improvising is kept largely in check, instead serving as the main melodic vehicle as the rest of the band guides him through the chord changes. Black clearly thinks of this project as a band vs. a solo effort, and that cooperative sound comes through. And while there are no solos per se, the playing from everyone is excellent (as would be expected), and there are plenty of ear-candy details in the background. More rock than jazz, and not especially "avant-garde," Jim Black & AlasNoAxis have developed a jazz-rock sound (fusion can be such an ugly term) different from the jazz-rock experiments of the '70s or the "downtown sound" of New York in the '80s, not to mention their other projects. These guys are extremely versatile players. Recommended.
1. Talk About

2. Z

3. Rade

4. Cha

5. Part Wolf

6. Hello Kombiant

7. Let It Down

8. Be Real

9. Endgatherers

10. Stay Go

	Kristian  BLAK
	Addeq
	1989
	43:17
	ethno-free-jazz-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*].

	Ran  BLAKE
	That Certain Feeling              (George Gershwin Songbook)
	1991 
	66:28
	Ran  BLAKE - см. тж. KIMUS #5

label: Hat ART

Ran Blake [p] + Guests: Ricky Ford [ts], Steve Lacy [ss].

    Ran Blake plays Gershwin because these songs are meaningful and inspiring to him. Those stories to he shares, or suggests, to us, are no less real because they are improvised. They live, and breathe and breed, if we listen. Poet Robert Creeley once suggested, in a brief note on the remarkable fiction writer Fielding Dawson, that what was necessary to bring a short story to life — or, perhaps deeper still, to cause such a union of writer and material as would truer reflect how the story, and the act of writing it, is life — was improvisation. “If one write only what one intends, as some presumption always to be respected, then intentions are really all one ever comes to — good or bad. There must be a further place where all assumptions of significance are lost, and some much more present instant of integrity can occur.”  This striklingly phrased ‘instant of integrity’ is the act of improvisation, ever bound to an eternal present. There is no past or future when putting form to the imagination. And yet implicit in improvisation in a sense of responsibility, based on control, so long as it is understood that...  “Control here means the recognition of a moment to moment term of possibility, which is not static, but rather so volatile in its nature it demands all possible articulation of attention — to give shape to smoke in air.”  Songs — with or without lyrics — being no less than stories, and the best songs of George (and frequently Ira) Gershwin being stories of the first order, any number of these exhilarating moments are to be heard on this disc, a result of the material (Gershwin’s) inspiring the imagination of the improviser, Ran Blake. Blake’s art is wholly a product of his attention (to the stories, images, and utterances of his imagination) and integrity (in the formal process of making music, spontaneously). Even with songs as familiar as Gershwin’s, so ingrained in our hearts and our history, we can be surprised by the possibilities of expression which Blake (and Ricky Ford, and Steve Lacy) offers us precisely because of his rejection of the familiar, the literal, the expected, the commonly intended. So stark, evocative, and eloquent is his music that it does sometimes seems that what he is doing is giving shape to smoke in the air.  Why specifically, Gershwin? Blake sees this effort as part of an ongoing series of an American Composer recordings, including Duke Ellington (‘Duke Dreams’, on Soul Note) and, in the hopefully not-to-distant-future, Thelonious Monk and Charles Mingus. “Gershwin is the greatest non-Black tunesmith pre-1950,” Ran told me, “and his Russian Jewish background is so important, adds so much to his music. Besides, he was a Third Stream composer before the concept existed.”  It’s understandable that this last, especially, would attract Blake, so devoted to the unself-conscious blending of ethnic, classical, and jazz elements into one flexible, freely associative voice. Gershwin loved, studied, and assimilated Debussy and Ravel as well as ragtime and aspects of jazz; echoes of each eventually found their way into his songs and larger-scale works. (It’s ironic that, although he didn’t actually write or play jazz, his songs have served as the basis for so many indelible jazz improvisations, and, in fact, as Ricky Ford’s injection of Sonny Rollins’ ‘Oleo’ into the duo’s ‘I Got Rhythm’ here reminds us, that song’s chordal structure became the borrowed foundation for hundreds of jazz tunes.) [...]   — Art Lange.

	Terence  BLANCHARD 
	Terence Blanchard
	1991
	57:03
	Terence  BLANCHARD - cм. тж. с Joe Jackson в секции ‘Alternative’

postbop 

«Теренс Бланшар – соратник Уинтона Марсалиса и один из виднейших трубачей эпохи пост-бопа.» -- Play
Можем порекомендовать ещё одного супер-трубача – см.: Roy  HARGROVE
T.B. [tp]; Bruce Barth [p]; Branford Marsalis [t s]; Rodney Whitaker [b]; Jeff  Watts, Troy Davis [d].

Prod:  Delfeayo Marsalis.

AMG REVIEW: During the four years since he last led a record date, trumpeter Terence Blanchard had broken up his quintet with altoist Donald Harrison, worked with Spike Lee on Mo’ Better Blues and rebuilt his trumpet technique, emerging as a truly outstanding player. For this excellent “comeback” album, Blanchard uses a sympathetic rhythm section (pianist Bruce Barth, bassist Rodney Whitaker and either Jeff Watts or Troy Davis on drums) and welcomes guest tenors Branford Marsalis and Sam Newsome to three songs apiece. On the varied program, Blanchard opens and closes the set with a hymn (“Motherless Child” and “Amazing Grace”), performs four originals and comes up with personal interpretations of three standards (“Goodbye,” “Au Privave” and “I’m Getting Sentimental Over You”). By the time this recording came out in 1992, Terence Blanchard was ready to take his place as one of the trumpet giants of the 1990’s. ------- Scott Yanow, All-Music Guide

Sam Newsome     Sax (Tenor)

Jeff “Tain” Watts   Drums

Bruce Barth     Piano

Terence Blanchard      Trumpet

Dr. George Butler       Producer

Troy Davis     Drums

Branford Marsalis       Sax (Tenor)

Delfeayo Marsalis       Liner Notes

Rodney Whitaker   Bass

1. Sometimes I Feel Like a Motherless...

2. Wandering Wonder (Blanchcard)

3. Tomorrow’s Just a Luxury (Blanchcard)

4. Goodbye (Jenkins)

5. Au Privave (Parker)

6. Sing Soweto (Blanchard)

7. I’m Getting Sentimental over You (Bassman/Washington)

8. Azania (Blanchard)

9. Amazing Grace (Traditional)

	Terence  BLANCHARD
	Eric Dolphy  & Booker Little Remembered Live At Sweet Basil
	1986
	46:57
	Terence Blanchard [tp]; Donald Harrison [a s, b cl]; Mal Waldron [p]; Richard Davis [b]; Eddie Blackwell [d].

The recorded collaborations of Eric Dolphy and Booker Little are a rich, if brief, chapter in jazz history. Their work together commenced the same day Dolphy participated in one of the most important recordings in American history — Ornette Coleman’s Free Jazz — and ended a scant eight and a half months later, shortly before Little’s death in late 1961. Still, between the December 21, ’60 session that produced Dolphy’s Far Cry for New Jazz and the four early August, ’61 sessions that produced Max Roach’s Percussion Bitter Sweet for Impulse!, a strong bond based on rigorous musicianship and artistic integrity was formed between Dolphy and Little. Nowhere on disc is this bonding more palpable than on their July 16, ’61 Five Spot performances. Among the various configurations in which performances from that night were issued on New Jazz, Prestige, and OJC was a box set of LPs entitled The Great Concert of Eric Dolphy — a more accurate title would have included Little’s name.

The Five Spot recordings are a fortuitous document of a one-gig band, whose two-week existence would have been the stuff of biographical marginalia without them. The Dolphy-Little Quintet was a beautifully complementary unit. Dolphy’s hawk-like attack was counterbalanced by the graceful Little. Ed Blackwell’s ebullient mix of New Orleans and Afro-Caribbean rhythms and Richard Davis’ undertow of texture and pulse were hinged together by Mal Waldron’s incessant comping, which pared the compositions to their essences, and his probing, unornamental solos. The Quintet’s performances are triumphant, especially when considering the piano was, by today’s standards, unacceptably out of tune.

It was a testament not only to Dolphy and Little’s enduring legacies, but to the surviving members of the Quintet as well, that the silver anniversary of the Five Spot was commemorated in 1986 by assembling Waldron, Davis, and Blackwell (who passed away in October. ’92) to perform what are now classic compositions. Compositions like Dolphy’s The Prophet and Booker’s Waltz, and Little’s Aggression, staked out an intriguing middle ground between the day’s dominant bop trends, the erudite chamber jazz of Dolphy’s former boss, Chico Hamilton, and Third Streamers like John Lewis and Gunther Schuller, with whom he had previously recorded, and the expansive explorations of John Coltrane, with whom Dolphy would record another important live date about 100 days later — Trane’s Live At The Village Vanguard. Themes like The Prophet are structurally innovative: still, Dolphy’s composition has a deep-rooted blues feel; conversely, the insouciant veneer of his Booker’s Waltz obscures its intricacies. Little’s Aggression seems to be a retort to the contemporary notion that the new jazz’s intensity was void of formal considerations — its passions are propelled by its incisive thematic development.

Chosen to swim in Dolphy and Little’s unfillable shoes were Donald Harrison and Terence Blanchard. Then recent graduates of Art Blakey’s Jazz Messengers, Harrison and Blanchard had embarked on a partnership that would end on a high note, discographically, with the ’88 Columbia disc, Black Pearls. On paper, it seemed a bold, if not risky, decision. But, this first volume of Eric Dolphy & Booker Little Remembered Live At Sweet Basil finds Harrison and Blanchard not just treading water, but making impressive waves. Blanchard’s mix of lyricism and fire is reminiscent, especially on Aggression, of the young Freddie Hubbard, who shared the front line on Dolphy’s first dates as a leader. Harrison ably sidesteps comparison with Dolphy. His sleek, simmering solos present an interesting contrast to the abrupt intervallic leaps, elliptical phrasing, and stark emotionalism of Dolphy’s work on the same compositions.

More than a simple exercise in repertory, Eric Dolphy & Booker Little Remembered At Sweet Basil is an intriguing snapshot of two generations of musicians tackling music that the older musicians broke new ground with as young lions, and the younger musicians have received as time-honored tradition. The vitality that Waldron, Davis, and Blackwell brought to this material a quarter-century ago remains intact — it’s inspiring. They were a great rhythm section; it’s a wonder that they weren’t recorded more. Blackwell’s deep dancing grooves and the inherent propulsiveness of Waldron’s lean voicings and jabbing attack had a liberating effect on Davis, who, on both dates, was able to responsively shape his phrasing to the evolving improvisations of his cohorts without dragging the pulse. If anything, age had improved them; small errors in judgement like Blackwell’s square four on the high-hat on the Five Spot’s Like Someone In Love are nowhere to be found on ...Live At Sweet Basil.

It is Waldron, Davis, and Blackwell’s vigor that is the most persuasive validation of Harrison and Blanchard’s performances. It is no small feat that during their journeyman years, Harrison and Blanchard were able to ignite the full musical passions of Waldron, Davis, and Blackwell. And not just on any gig; but, in celebration of their elders’ dear departed friends. Their success in meeting the challenges of Dolphy and Little’s music is what makes Eric Dolphy & Booker Little Remembered Live At Sweet Basil itself a memorable album.

--- Bill Shoemaker. Sept., 1993

	Terence  BLANCHARD
	Romantic Defiance
	1995
	52:02
	postbop’ ballads

Terence Blanchard [tp]; Kenny Garrett [t s]; Edward Simon [p]; Chris Thomas [b]; Troy Davis [d].

	Terence  BLANCHARD
	Wandering Moon
	1999
	75:15
	neobop
Terence Blanchard [tp]; Branford Marsalis [t s]; Aaron Fletcher [a s]; Edward Simon [p]; Dave Holland [b]; Eric Harland [d].

1. Luna Viajera

2. If I Could, I Would

3. Bass Solo

4. My Only Thought Of You

5. Simplemente Simon

6. Sweet’s Dream

7. Sidney

8. The Process

9. Joe & O

10. I Thought About You

Звукорежиссёр Джим Андерсон: «А сейчас я только что завершил работу над про​ектом Теренса Бланшарда. Я всегда очень любил работать с Теренсом. Он прекрасно играет, но не только – он прекрасно пишет музыку, аранжирует, у него есть студийный опыт (вплоть до того, что у него дома в Нью-Орлеане была собственная сту​дия), и он прекрасно разбирается во всех тонко​стях звука. Когда он описывает звук, которого хо​чет добиться как продюсер собственной записи, я всегда думаю о звучании тех легендарных записей, что делались в старой студии "Коламбии" на 30-й улице, вроде "Seven Steps To Heaven" Майлса Дэвиса, спродюсированной Тео Масеро в 1963-м – это очень близко к идеалу Бланшарда. Я даже пытаюсь имитировать это звучание в нашей новой работе – звук инструментов, атмосферу. Для меня в этом типе музыки такой звук – абсолют, эталон.» (более полное интервью с Джимом Андерсоном см. в ‘Alternative’: John ZORN “String Quartets”.)

	Steve  BLAYER
	Vermont Wanderer
	1995
	48:00
	S.B. [g]; Daniil Cramer [p]; Dimitry Averchenkov [b]; Sergey Belichenko [d].    --      Plays jazz standards (mostly).

    Лидеры группы, записанной на этом диске — московский пианист Даниил Крамер и американский гитарист Стив Блэйер. Отдав дань джазовой классике, стандартам, своё взаимопонимание они представили нам в двух собственных пьесах, в дуэтах — самых интересных композициях этого диска. “Всё внутри” (№3) — идея господина Крамера, напомнившего нам, что джазовый импрессионизм — это не только определённая стилистика, но и постижение себя. Пьеса господина Блэйера (№6) — это полная, насколько это возможно и джазово,  — антитеза пьесе господина Крамера. Интравертность и экстравертность — разная фразеология, разная джазовая культура. Обе пьесы нужно слушать подряд.  —  Д. Ухов.

	Carla  BLEY 
	Carla BLEY & Paul HAINES:

“Escalator Over The Hill”   
	1971
	68:16 52:57
	Carla  BLEY -- постоянный победитель “DownBeat readers/critics poll winners” в категориях: Arranger / Composer

Carla  BLEY [p, organ, synth] - см. тж. c: The JAZZ  COMPOSER’s  ORCHESRA; Greaves / Blegvad / Herman (в 'Alternative'); 

Свои альбомы она выпускает на собственной фирме WATT,

продукция которой распространяется фирмой ECM.

label: JCOA Records

Words by Paul Haines

Adaptation and music by Carla Bley

Production and coordination by Michael Mantler (см.)

Этот альбом стал  классическим. Состав, мягко говоря, обильный – помимо всевозможных фамилий перечислены лягушки, коровы, лошади, черви и т.п. Но в числе прочих исполнителей: Carla Bley; Paul Haines; Michael Mantler (см.); Jazz Composers Orchestra (см.); Gato Barbieri; Karl Berger; Sam Brown; Jack Bruce; Bob Carlisle; Don Cherry (см.); Charlie Haden (см.); Leroy Jenkins (см.); Howard Johnson; Paul Jones; Jimmy Lyons; Ron McClure; Mahavishnu John McLaughlin (см.); Paul Motian (см.); Don Preston; Queen of Sweden; Enrico Rava; Dewey Redman (см.); Linda Ronstadt; Roswell Rudd; Bob Stewart; Chris Woods; a.o. 

Такой же звёздный состав см.: The  GOLDEN PALOMINOS
CD I

1 Hotel Overture 13:11

2 This Is Here... 5:56

3 Like Animals 1:21

4 Escalator Over The Hill 4:52

5 Stay Awake 1:31

6 Ginger And David 1:39

7 Song To Anything That Moves 2:20

8 Eoth Theme 0:35

9 Businessmen 5:38

10 Ginger And David Theme 0:57

11 Why 2:19

12 It's Not What You Do 0:15

13 Detective Writer Daughter 3:16

14 Doctor Why 1:28 

15 Slow Dance 1:50 

16 Smalltown Agonist 5:24

CD II

1 End Of Head 0:38

2 Over Her Head 2:38

3 Little Pony Soldier 4:36

4 Oh Say Can You Do? 1:08

5 Holiday In Risk 3:09 

6 Holiday In Risk Theme 0:47

7 A.I.R. (All India Radio) 3:55

8 Rawalpindi Blues 12:41

9 End Of Rawalpindi 9:35

10 End Of Animals 1:26

11 And It’s Again 27:17

	Carla  BLEY
	Tropic Appetites
	1974
	47:38
	label: WATT Works (ECM)

music by Carla Bley, words by Paul Haines

Julie Tippetts [v]; Gato Barbieri [t s, perc]; Howard Johnson [v, cl, bass cl, s/bar/bass saxes, tubas]; David Holland [cello, ac bass, bass g]; Michael Mantler [tp, valve trb]; Toni Marcus [vln, viola]; Carla Bley [v, recorders, p, el p, clavinet, organ, marimba, celeste, perc]; Paul Motian [d, perc].

	Carla  BLEY
	European Tour 1977
	1978
	42:50
	Michael Mantler [tp], Elton Dean [a s], Gary Windo [t s], John Clark [fr h, g], Roswell Rudd [trb], Bob Stewart [tuba], Terry Adams [p], Carla Bley [org, t s], Hugh Hopper [b], Andrew Cyrille [d].

	Carla  BLEY
	Musique Mecanique
	1979 
	45:02
	Michael Mantler [tp], Alan Braufman [a s, cl, fl], Gary Windo [t s, b cl], John Clark [fr h], Roswell Rudd [trb], Bob Stewart [tuba], Terry Adams [p], Carla Bley [organ], Steve Swallow [el b], D.Sharpe [d], Charlie Haden [ac b], Eugene Chadbourne (см. в 'Alternative') [ac & el gs], Karen Mantler [glockenspiel].

	Carla  BLEY
	Social Studies
	1981
	41:29
	Carla Bley [organ, p]; Michael Mantler [tp]; Carlos Ward [s&a s]; Tony Dagradi [t s, cl]; Gary Valente [trb]; Joe Daley [euphonium]; Earl McIntyre [tuba]; Steve Swallow [b]; D. Sharpe [d].

	Carla  BLEY
	Charlie HADEN & Carla BLEY:

"The Ballad Of The Fallen"
	1983 
	51:56
	label: ECM

Charlie Haden [b]; Carla Bley [p, glockenspiel, arranger/composer], Don Cherry [pocket tp], S. Freeman [fr h], M. Goodrick [g], J. Jeffers [tuba], M. Mantler [tp] P. Motian [d, perc], Jim Pepper [t s, s s, fl], D. Redman [t s], S. Slagle [a s, s s, cl, fl], G.Valente [tb].

compositions: traditional / Bley / Haden

	Carla  BLEY
	I Hate To Sing
	1984
	48:18
	label: WATT (ECM)

performed by The Carla Bley Band

	Carla  BLEY
	The Very Big Carla Bley Band
	1991
	52:52
	В составе этого и следующего CD присутствует Wolfgang Pusching—см. тж.: RED SUN / SAMULNORI; VIENNA ART ORCHESTRA

	Carla  BLEY
	Big Band Theory
	1993
	49:21
	Большой состав. В их числе: Alex Balanescu (см.) [violin]; Lew Soloff [tp]; Gary Valente [trb]; A. Sheppard [t&s s]; J.Arguelles [bar s]; S.Swallow [b]; a. o.

	Paul  BLEY
	Tango Palace
	1985 
	42:08
	Paul  BLEY - см. тж. c: J.Surman “Adventure Playground”; Jaco Pastorius; The JAZZ  COMPOSER’s  ORCHESRA; Franz  KOGLMANN; Evan PARKER;
label: Black Saint

Paul  BLEY – solo piano

When Paul Bley came to New York in the 1950’s, I was the New York editor of Down Beat and so spent a lot of time in night clubs and in recording studios covering the scene. From the time of his arrival on that scene, Paul Bley was distinctive. For one thing, the way he talked. He was very spontaneous, not in the least diplomatic. He wasn’t arrogant. He was just honest. In addition to Bley’s playing, that may have been one of the reasons Charles Mingus liked him. Hearing Bley with Mingus, Art Blakey, Ornette Coleman, Don Cherry and others in the 1950’s and 1960’s, Iwas continually impressed with his musical integrity. A very astute listener, Bley was able to sound as if he belonged wherever he chose to belong, but it wasn’t by being a chameleon. As in his conversation, he was distinctively Paul Bley. And I can’t recall his ever relaying on the common reservoir of licks. He was and is a true improviser, a risk-taker. I like Bley’s comparative definitions of a composer and an improviser in a 1977 Contemporary Keyboard interview with Leon Lyons: “A composer is an improviser who works without a time limitation, because when you compose, you can reconsider every phrase and rewrite them. An improviser, though, is a composer who works in real time.” Toward the beginning of that same interview, Paul Bley gave another set of comparative differences: “The difference between the amateur and the professional is that the professional can survive the corruption of the marketplace.” By that criterion, Bley is the very model of a professional. He has always been inner-directed. He has never been in the least trendy. And he has indeed survived. On his own terms —  playing, for the most part, in European concert halls in recent years. And he makes only the kind of recordings that challenge him at the time they’re being made. In march, 1985, in a rare appearance in a New York club, Bley played at Lush Life in Greenwich Village. What Jon Pareles of the New York Times wrote of that evening also applies to Bley’s work in this album, “Tango Palace”, one of the most gently penetrating performances in Bley’s career: “In Mr. Bley’s unaccompanied solos, it was impossible to tell where the tune ended and extrapolation began. He makes each note or chord sound like it’s emerging after long contemplation; phrases sometimes turn in on themselves, sometimes make abstract leaps, sometimes melt... By turns melancholy, biting, cerebral and playful, Mr. Bley’s playing is consistently luminous.” Bley was later interviewed by Pareles in the New York Times. Pareles pointed out that through the 50’s and 60’s, Mr. Bley distilled his playing from a style based on bebop, particularly Thelonious Monk, down to isolated essentials — an angulard chord, a pause, another chord, a glinting fragment of melody. “I like to sustain things,” he said, “if the sound is there, you then have the opportunity of using it or not. I don’t think in terms of the space between things, but in terms of sustained notes; if you had your ear inside the piano, under the hood, you’d know what I mean.” Bley is good at verbalizing what he does, but words can’t begin to do what the music does. And I shouldn’t try either. Yet, it’s tempting, because in each new Bley set there is a freshness, a different way of self-probing and further revelation of the beauties of sound. And there are few pianists in any form of music who so intriguingly interweave the surprises of both beauty and the intellect. In the Contemporary Keyboard interview, Bley said that each piano is different but that “what really happens is that a keyboard is good in places. Notes are bad when they don’t have any personality. They may be in tune, but they sit there dull and lifeless. Of the 88 keys, perhaps only 15 are useful. The others are passable; some are totally objectionable. The only way to get good tone is not to linger on the passable and objectionable ones and to emphazise the tones that are beautiful.” There is also in each of Bley’s pieces a complete though seldom obvious, personality. As in the works in this set. Each is its own microcosm, and each keeps revealing more of its reasons for being in every hearing. I expect this is one set that will permanently be part of your collection because of the uniqueness of each of its parts. And also because there’s more than a touch of mystery in each and mysteries are hard to let go off. There’s another thing about Bley — another reason why, over thirty years, I’ve searched out his recordings. He has never lost the acute sense of excitement that comes from creating music, from not knowing what’s going to happen. He has never settled into rehearsed reactions. On each recording that excitement, that thoughtful energy, is contagious. Paul Bley exemplifies, in unpredictable sound, the open-ended life force. — Nat Hentoff.

	Paul  BLEY
	Fragments
	1986 
	54:09
	label: ECM

P. Bley: [p], John Surman (см.) [s s, bar s, b cl], Bill Frisell (см.) [g], Paul Motian [d].

	Paul  BLEY
	Hot
	1986 
	44:07
	label: Soul Nnote

Paul Bley [p], John Scofield (см.) [el g], Steve Swallow (см.) [el b], B. Altschul [d].

	Paul  BLEY
	BLEY / MOTIAN: "Notes"
	1988 
	55:56
	label: Soul Note

duet: [p], [perc].

	Paul  BLEY
	Blues for Red
	1989
	70:24
	label: Red Record (Milano), 1991

Paul Bley piano solo

	Paul  BLEY
	Annette
	1992 
	64:50
	label: Hat ART

Paul Bley [p], Franz Koglmann [fl h, tp], Gary Peacock (см.) [double-bass]

Inspiration, elusive and ethereal, can come from anywhere. Once consid​ered a divine influence, allowing the chosen one to receive a sacred rev​elation, it can result from common or surprising,  rational  or illogical sources. Much "art" is (and has been) created without the spark of inspiration, from mechanical or technical motivation. It's not always easy to tell the difference. When true inspiration does occur, it may be a response   to   either   technical demands or emotional stimuli - in either case, heightening the energy and intensity conducive to communication.

Paul Bley is a pianist who, over the years, has found inspiration in many places, from Tin Pan Alley and jazz standards to his own considerable powers of improvisation; his experi​ences with Ornette Coleman and Caria Bley, two prolific and prismat​ic composers, have made him a spe​cial interpreter of their work. But one constant in an especially diverse career is that, from the mid-'60s to the present, he has freauently returned to a handful of songs com​posed by Annette Peacock... no doubt because they inspire him. Bley's  previous  recordings of Peacock songs have been among the most moving performances of all his work, but his familiarity and em​pathy with this material is only one of the remarkable circumstances that distinguish this disc. Both Bley and bassist Gary Peacock were once married to Annette. Too, this record​ing session was not planned to con​sist solely of Peacock's songs; in fact, it was Franz Koglmann, the third part of this equilateral trio, who first suggested and subtly arranged a few of her pieces. Over the course of the three-day session it was unan​imously decided to devote their at​tention to her music. The combina​tion of her material and their musi​cianship has produced magic. Why Annette Peacock? Little is known, and almost nothing has been written, about her. Her own record​ing career has been one of false starts and full stops, albums released and quickly pulled from circulation, or barely distributed at all. Her sing​ing, like her songwriting, is perilous and personal, edgy and discomfort​ing. And her writing has a singular point-of-view, haunted and haunting, inhabiting the shadows between pleasure and pain. She's titled al​bums Revenge and I Have No Feelings, songs "Ending" and "So Hard It Hurts." Her lyrics, too, are telling: "Soon I will die and every​thing will fade away, / Nothing ever was, anyway. / Hold yourself to keep from going mad..." ("Nothing Ever Was, Anyway").

There are no such vocals on this disc, but that does not cushion the blow. The music is naked enough. Peacock's songs are the antithesis of technique, so there is nowhere for the musician to hide. They invoke intensity through subtraction, favor a whisper over a shout, celebrate sim​ple nuance and complex emotions, conjure echoes of the past with a razor-sharp edge. Though the songs are exquisitely evocative - able to suggest a mood, whether loneliness or exhilaration, within a very few notes - their radical understatement demands the musicians use the theme to provoke their own stories, a test of imagination, character, commitment.

Some of the songs were composed specifically for Bley to improvise upon; their minor keys, dissonance, and dark, sparse textures intended as "environments he had to perpetu​ate," as she once told an interview​er. If they ultimately coax one into open harmonic and rhythmic fields, it is a landscape of intuition and dreams. The various solos, duos, and trios breath with free phrasing, with suspense in the suspension of time and movement, with tension in melodies that don't develop so much as swell with pain or passion. Ulti​mately, the sounds offer possibilities for the individual to become part of an ensemble... that is, form a relationship, accepting the joys or sorrows that may entail. It's fitting that the music begin and end with "Touching." Bley has re​corded this intimate theme several times, as a caress or, in one vehemently electronic version in concert circa 1970 with Peacock herself and Han Bennink, rubbed raw. His open​ing solo is a heartfelt adagio; the duo that closes with it seduces with deceptive brevity, breath and bass. The other songs reveal their secrets as deeply as each listener is willing to participate in them. They range from the caricaturish wit of "Cartoon" to the exposed nerve of Koglmann's flugelhorn on "El Cordobes," the schizophrenic nature of "Kid Dyna​mite" (with hints of a tango and blues), the ironic undercurrent to the trio section of "Both." "Blood" ("Send me none of your promises / keeping the sorrow. / Hold it tighter tomorrow, / you'll be out for blood.") is one of her most pervasive themes; of the two versions here, the first has Bley extending a single melodic idea taut as a noose and the closing trio a tragic aria from an opera of ro​mance and betrayal, the second Peacock's probing bass equally chilling in its sincerity and resolve. Finally, there's the elegaic "Albert's Love Theme," and "Mr. Joy," whose evasive theme and tender feelings balance the inherent pessimism ("How can you know for sure / any​thing at all, / it's a dream, this life, / and nothing's real...."). Though seldom revealed, feelings this vulnerable and explicit are real, music this honest and open is real, and the inspiration here is palpable and real. 

--- Art Lange, July 1992

	Paul  BLEY
	Double Time
	1993
	47:13
	duet with J. Bunnett [fl]

	Paul  BLEY
	Not To Be A Star
	1993
	63:19
	label: Black Saint

Keshavan  Maslak (см.) [a s, cl, poetry]; P. Bley [p].

  It is true of everything on ‘Not To Be A Star’: despite a cohesiveness that might suggest otherwise, all of these performances are free improvisations, with nothing sketched out beforehand, and very little specified verbally before the tape started rolling. This includes even ‘Trying Hard To Be Human’ (#11), on which Maslak half-satirically intones his own poem, as Bley at first supplies treble exclamation points and then segues into a semi-tango that could pass for a brand-new composition by his ex-wife, Carla Bley. “It was the last thing we did (#11), just like on the album, and I asked Paul if he at least wanted to read the poem first,”  Maslak explains.  “He said ‘No,’ and I said ‘Great, I was hoping you would say that!’ Because the point of this date was complete improvisation. A lot of musicians talk about playing this way, playing spontaneously, but when it comes time to do it, they can’t let go, or they finally lack the confidence, or they...”  They just do what they’d do anyway, in a more conventional situation?  “Right. They just do what they would do. They fall back on formula. You can’t do that with Paul.”  Because his style is such that he prods you out of yourself and forces you to listen?  “Yes. He really listens to you, and that forces you to listen to him. As opposed to getting hung up on technique, or trying to push things in an obvious direction. [...] Clarinet was the first instrument I played as a kid and I’ve continued to practice on it over the years, although I never gigged on it until very recently,” Maslak explains. “It has a sensitivity and an emotional purity that you can’t get on saxophone. For many years, I felt too aggressive to play it. Now, I find myself relating to it more and more. That’s probably very good in terms of my musical development, and it could mean that I’m becoming more mature as a human being.”  Whatever its origin, this maturity is evident throughout ‘Not To Be A Star’, especially in Maslak’s keen rapport with Bley. Keshavan has become more reflective without relinquishing any of his fire, and this has resulted in what I think might be his best showing on record so far.

   A few words are in order about Bley, who was on tour in the Middle East and unavailable for comment when these notes were being prepared. Lee Konitz recently said of him, “Paul Bley just has to play a cluster, and if you’re in any sense willing to, you can go right out on it.” That’s because Bley implies a multiplicity of harmonic options with that one cluster — or often, with just one note. Meanwhile, his rhythmic sophistication enables him to create the illusion of phrasing the silences between notes, and this in turn blesses even his most jagged or fragmented lines with a sense of melodic continuity worthy of comparison to Monk’s or (not to limit the discussion to pianists) to Ornette Coleman’s or Lester Young’s. For thirty years now, Bley has been the role model for the legion of pianists seeking a middle ground between Bill Evans and Cecil Taylor, and it says more about the jazz audience than it does about him that his is less of a lionized name than theirs. No that Bley is an obscure figure: in terms of sheer volume, his recorded output rivals that of Oscar Peterson, a fellow Canadian whose trio he once inherited. Unlike Peterson, however, Bley has never settled into routine: there’s no such thing as just another Paul Bley album, and along with his other qualities, his willingness to go out on a limb makes him an ideal duet partner. Like Don Pullen’s, Bley’s style might be described as “inside-out”, which is to say that although his phraseology in bebop-derived, he eschews bebop’s usual chordal formats. On ‘Not To Be A Star’, his playing is literally inside-out: he spends a good deal of time with a least one hand under the piano lid, plucking or holding down wires. Although this is a technique more associated with the classical avant-garde than with jazz, Bley is a past master of it, as attested to by concert tapes that have recently surfaced of his work with the Jimmy Giuffre 3 of the early 1960s. But he’s never indulged his abilities in this direction as freely as he does on ‘Not To Be A Star’, and I doubt that any pianist has ever employed the technique to such percussive and deleriously humorous ends as Bley does behind Maslak’s alto toward the close of ‘Try Hard Not To’ (#7).

	Paul  BLEY
	Synth Thesis
	1994
	47:24
	label: Postcards / Sound Hills (Tokyo)

Paul Bley [synth, p]. All compositions by Paul Bley.

One of the paradoxes of music seems to be that composed music sounds best when the players infuse that music with so much of the spirit of the composer’s intention that it sounds fresh to the listener, as  if  he had been transported back through time and, as he listens, seems to be sitting with the composer himself, observing the event in real time. 

Conversely, the best improvised music is so full of the player’s intention, and that intention is emblazoned so large and clear, that the music emerges full-blown, complete with its own  organic, logical structure. The music then appears as if it could not have emerged in any other arrangement  or order, as if the improviser had been reading the notes from some chart hidden behind his eyes, written in the ink and bearing the unmis​takable handwriting of his music soul.

It is precisely this sort of improvised music which Paul Bley has spontaneously composed for our delight and our contemplation on Synth Thesis.
1 Gentle Man 2:51

2 Poetic License 3:39
3 Augmented Ego 2:26

4 Atir   4:26

5 Polygons 6:34

6 Shock Treatment 1:51

7 Cold Fusion 3:56

8 Fuzzy Logic 1:19

9 Sti11 Life 3:08

10 Side Kicks 2:18

11 Major Attitude 5:08

12 Speed Trap 2:14

13 Out of Control 4:16

14 Real Magic 3:10

	Paul  BLEY
	Time Will Tell
	1995 
	67:15
	label: ECM

Paul Bley [p] with: Evan Parker (см.) [t&s s]; Barre Phillips (см.) [b].

Time Will Tell marks the first occasion that Evan Parker, Paul Bley and Barre Phillips have worked together as a trio - or, more specifically, the first time Bley has played with Parker (Barre has a good deal of history with both men). This studio encounter nonetheless reflects upon a great deal of shared experience, common goals, uncommon listening, and parallel musical activities over decades of New Jazz experimentation. It's all one seamless story, as Evan Parker says, but its plot is complex.

Standing in the metaphorical wings at this recording is the figure of Jimmy Giuffre, the music taking more than its drummerless reeds/ piano/bass instrumentation from the directions he helped to establish. Bley and Phillips are alumni of consecutive incarnations of the Giuffre 3; Paul rejoined the Fusion / Thesis / Free Fall trio after a hiatus of 27 years. Evan Parker was much inspired, at the beginning of his musical journey, by the liberating implications of Free Fall in particular, and we hoped that the participants might arrive at not an updating of the Giuffre concept (Giuffre's music is as "contem​porary" as ever), but rather a reexamination of the shades of meaning "free improvisation" has encompassed since Jimmy took the rules out of the rulebook. This was one consideration. Another was simple curiosity. How would Parker sound with Bley? Few of the other innovative pianists with whom Evan has recorded in a small group context - think of Cecil Taylor, Alex Schlippenbach, Irene Schweizer - give first priority in their work to clearly-drawn melodic invention, lyricism or introspection - qualities which Bley has come to exemp​lify, even if he shares his louder colleagues' interest in atonality and their fondness for the cluster. At bottom, their concerns are similar - the truth of the matter is that Bley and the Taylor axis have simply taken different approaches to the freeing of the rhythm.

Parker's alliances, in any case, have most often been with the "energy" players. Yet anyone who has listened at all closely to the saxophonist knows that he is the most "pitch-sensitive" of the free hornmen. The way in which his soprano adroitly plaits harmonics, and hones in on overtones spilling out of the densest free group improvising, is proof enough. In recent years, Evan has allowed more unambiguously melodic material to bubble to the surface in his improvisations. There are fleeting moments in a duo recording with Anthony Braxton from '93, for example, that make specific reference to the Tristano school (and more such references in the present recording: see "Marsh Tides"). And Kenny Wheeler's charts, when not specifically employing Evan's talking-in-tongues as a contrasting element, often prompt the saxophonist to play some​thing pretty. Would the association with Bley bring Parker's under-recognised lyrical gifts to a more comprehensive flowering?

For that matter, how would Bley play with Parker? Paul Bley's mastery of the bare-boned free ballad brooks no serious challenge. The intellectual rigour he brings to improvisations in which every note seems judiciously weighed is unmatched for sheer consistency: his attention and control - and the logic of his lines - seem never to falter. His personal approach to playing standards and bebop has also been documented in a discography that grows fatter almost by the week. Less celebrated but in this writer's opinion just as vital are Bley's rarer forays into "hotter", more temperamental improvising zones, the areas covered by vintage albums such as Barrage, Turning Point and the live Blood, Paul Bley In Haarlem. Bley might have washed his hands, subsequently, of "the early avant-garde where everybody sounded like a roomful of screaming cats" (old Down Beat interview) but he is an improvisor, he responds to his surround​ings, and perhaps together Parker and Phillips - more than ready to wail when occasion demands it - could propel the pianist into turbulent waters once more. In any case it seemed fitting that Bley, who had played with Charlie Parker at the age of 20, should be playing with Evan Parker when in his sixties. He hasn't missed many of the other major saxophone innovators in the intervening years. The long list of sax players he has confronted, challenged and/or accompanied includes Ben Webster, Lester Young, Coleman Hawkins, Jackie McLean, Lee Konitz, Ornette Coleman, Sonny Rollins, Eric Dolphy, Booker Ervin, Charles McPherson, Albert Ayler, Steve Lacy, Marshall Alien, John Tchicai, Archie Shepp, John Gilmore, John Surman, Joe Maneri, Keshavan Maslak, Ivo Perelman and more.

Barre Phillips seemed uniquely qualified to mediate between Bley's world and Parker's. Barre too has played with Coleman Hawkins, Ornette, Giuffre, Surman - and with other Bley associates including George Russell and Don Ellis - plus, he has a quarter-century of European free music gigs to his credit. Of the generation of American players who shaped the New Thing of the 60s he has gone the furthest into Europe-based extensions of its philosophy in which, as Barre has defined it, "it's about the expressive, spiritual, life side of the music". While some of his once radical American confreres have since been working backwards through the tradition, Phillips has followed his contrabass wherever it has led him.

Barre remembers that he first heard Paul Bley at the Jazz Work​shop in San Francisco in 1958. Within a matter of months both men were to have their lives and their musical objectives turned around by contact with Ornette Coleman. Ornette's first great quartet, as the history books now stress, was formed inside Bley's Hillcrest Club band. Phillips meanwhile got to know Coleman via the MJQ: Barre's brother, the composer Peter Phillips, was deeply involved in the Third Stream movement and, sharing John Lewis's (and Giuffre's) enthus​iasm for Ornette's revolutionary ideas, befriended and championed the saxophonist. In California, Ornette jammed with Barre's band and left Phillips with more questions than answers but also with a strong sense of the path to be taken. By the time Barre got to New York, Ornette had gone into one of his periodic retirements but Bley was everywhere - working with Gary Peacock's band with Albert Ayler and Sunny Murray at the Take 3, leading his own units, buzzing around behind the scenes as an organizer. The blueprint for the Jazz Composer's Guild had just been drawn up, the "October Revolution" was imminent. Barre worked in several of Bley's groups, including a band with Rashied All on drums, and he joined Giuffre's new trio with Don Friedman on piano.

In the same period, a teenage botany student from England was also scurrying around Greenwich Village's clubs and coffee houses, soaking up as much music as he could absorb. Evan Parker's father had worked for many years for BOAC, which enabled his son to take ludicrously cheap flights to New York - he had but to pay seven shillings and sixpence airport tax. "I was already playing saxophone by then", Parker recalls. "Not very well, but I was listening to the right stuff." High amongst his priorities was the Giuffre trio. "Free Fall had seemed to me at the time to be at the limit in terms of abstraction and freedom from constraints and pre-givens. I thought it was remark​able." Looking for Bley, he headed for an advertised Paul Bley / Gary Peacock gig at the Phase Two, only to discover that the impulsive pianist had handed keyboard responsibilities over to his then-wife Caria for the evening. Other arresting music to be heard included that of the Cecil TaylorTrio, Eric Dolphy, the Steve Lacy / Roswell Rudd "School Days" band ... all of it made a profound impact.

By the mid-60s, Barre Phillips was growing curious about Europ​ean perspectives on the music. He had twice visited Europe, playing with George Russell at the first Berlin jazz festival, and touring with Giuffre in '65. In 1967 he decided to go to London for a while "and do a little psychic research". On the day of his arrival he met John Stevens, who greeted him with the words "Welcome, we've been waiting for a bassist for two years!". Phillips played that same night at the Little Theatre Club, London's laboratory for musical research. The Spontaneous Music Ensemble, Stevens's pioneering band, had shrunk from quintet down to the hard core of just the drummer and Evan Parker in'67. With the addition of Barre Phillips it became a trio for an extended period. Phillips made other important contacts in London, striking up a friendship with Chris McGregor, for example, and working with the South African's large and small ensembles. Evan Parker remembers John Surman coming by to hear the SME one night and offering to trade bass players for a forthcoming gig: "I'll swap you a Dave Holland for a Barre Phillips". A portentous proposal. Its eventual consequences included Holland's presence on the SME's groundbreaking Karyobin album, and Barre's membership of that exciting group called just The Trio with Surman and drummer Stu Martin.

By the early 70s, Paul Bley was quite a familiar presence on the fringes of the various European scenes. Always interested in new developments, he attended the concerts held by the London Music​ians Cooperative (the UK's "answer" to the Jazz Composers Guild), briefly adopted Han Bennink as his drummer, and lived for a while at Stu Martin's Belgian home. Also by the early 70s, all three of the protagonists of this recording had albums released by ECM. Manfred Eicher had visited Bley in New York before launching his record company and noted with approval the wall-to-wall tapes that lined Paul's apartment. From this treasure trove came the albums released in 1970 and '71 as Paul Bley with Gary Peacock and Ballads. In '72 Bley travelled to Oslo for his first, crucial, solo piano recording Open, To Love.
Overtures had already been made by ECM to the Surman-Phillips-Martin trio in 1969 but Surman's contractural commitments ruled out a recording back then. The Trio finally appeared on Mountainscapes, an album issued under Barre Phillips's name in 1976. In the interim two other Phillips projects were issued. In February and March of 1971 Barre recorded two multiple bass projects. The first of these, Music For Two Basses featured Dave Holland, the second, For All It Is, featured Barry Guy, Palle Danielsson and J. F. Jenny-Clark. Barre also played on Terje Rypdal's What Comes After.
In 1970, Fred Braceful, previously a charter member of the Wolfgang Dauner Trio and Robin Kenyatta's band but by then Mal Waldron's drummer, told Manfred Eicher about an interesting band he'd seen in Berlin, a group that was working with sound in a new way. This was the Music Improvisation Company: Evan Parker, Derek Bailey, Hugh Davies, Jamie Muir and Christine Jeffrey. After careful listening ECM followed up this recommendation and the Music Improvisation Company's debut album became the fifth record to be released by the label. (A further document of the London free music scene was Dave Holland and Derek Bailey Improvisations For Cello and Guitar, recorded at the Little Theatre Club - on Evan Parker's Revox!). Parker was also to appear on Globe Unity's three Japo recordings and two of Kenny Wheeler's ECM albums, as well as Gavin Bryars's After The Requiem.
For much of the 1970s and part of the 1980s, however, Paul Bley and Evan Parker were rationing their studio dates, for both were preoccupied with the running of their own record labels. Parker: "To make sense of having your own label, you have to record for it pretty much exclusively". Evan co-directed Incus for fifteen years, Bley laboured with his own Improvising Artists Inc (IAI) for seven. After IAI was laid to rest, Bley returned to ECM for an Alfred Harth session (This Earth!) in 1983. The bass player on the date: Barre Phillips. Bley's quartet of the late 80s - with John Surman, Bill Frisell and Paul Motian - was formed at an ECM production and left behind two fine albums. Fragments and The Paul Bley Quartet. The pianist's relationship with John Surman was revitalized on Surman's Adventure Playground and on the second album drawn from that 1991 session, In The Evenings Out There.
Barre Phillips's ECM discography forms a fascinating idiosyn​cratic genre of its own. The albums issued under his name variously embrace solo bass improvisations (Call Me When You Get There), songs and soundscapes (Journal Violone II, Music By...), music for bass, percussion and tape (Aquarian Rain), hard-driving cutting-edge jazz (Mountainscapes). and a protean space-rock underscored by tabla (Three Day Moon). The music still is "the sound of surprise" when Barre is playing. Since 1987 he has worked extensively with fellow bassist Barry Guy - in duo, in Guy's London Jazz Composers' Orchestra and in a sextet called Elsie Jo. In both the sextet and the orchestra he plays alongside Evan Parker.

Given the overlapping histories of the protagonists and their immense resources as improvisors it is perhaps unsurprising that the trio quickly uncovered a group identity of its own - broader than the simple addition of individual "styles" - in the making of Time Will Tell. On the evening before the session was to begin, the musicians asked each other, "What are we going to play??", a question answered with grins and shrugs and the frank admission, "No idea". Once the red light was on there were no hesitations. The production may not quite have been Paul Bley's ideal studio date, "where you keep the cab", but it came close. The album seemed to shape itself, very swiftly. The collective improvisations are presented here almost in the order of their recording. The long piece called "Poetic Justice" - the title is Bley's - was the first piece played and it mapped out the territories the three musicians would explore in detail in the course of the session.

---- Steve Lake

	Paul  BLEY
	Sankt Gerold
	1995
	67:17
	label: ECM

Paul Bley [p] with: Evan Parker (см.) [t&s s]; Barre Phillips (см.) [double bass].

	BLINDMAN  KWARTET
	Poortenbos
	1993 
	64:33
	label: Sub Rosa (Brussels)

Rhythmic and thematic structures and all sounds produced by the four saxophones. Recorded in Notre-Dame-Chappel and at Toneelschuur, Haarlem. Provided with four multi-cellular microphones specially designed by sound engineer Michel Dickenscheidt. (Antwerpen, 1993).

Среди прочих проектов  в ключе soft-avatgarde/minimalism, в серии Unclassical лэйбла Sub Rosa, этот, помимо безупречного качества в музыкальном отношении, представляет собой фейерверк необычных акустических звучаний, превосходно записанных, к тому же.

Martin Fredebeul [soprano]; Eric Sleichim [alto]; Luc Mishalle [tenor]; Veronique Delmelle [baritone].

1.-3. Lie / Delie   (=10’45’’)

4. Plateaux   (=4’50’’)

5.-16. Poortenbos   (=47’45’’)

The music for Blindman Kwartet doesn’t rest content with the sounds for which the instrument was designed. Reed, brass, leather and breath: the amalgam exudes something from every pore and curve. The conic body vibrates with intrinsic tension, liberating the sounds of an internal world. I work with raw materials, forging, moulding, shaping and misshaping.

Three men and a woman – four movements, four voices, four pairs of hands. The quartet breathes an own life into each and every instrument: with different techniques, using the entire surface of the saxophone, rhythmic and thematic structures are developed into a proper sonorous world. For this purpose, Blindman is the ultimate instrument for music created for the saxophone.

Eric Sleichim

	Oren BLOEDOW
	The Luckiest Boy in the World
	1996
	57:53
	Oren BLOEDOW – см. тж. с: LOUNGE LIZARDS

label: Knitting Factory

Oren Bloedow, Guitar and Vocals
John Medeski, Keyboards
Chris Wood, Bass
Billy Martin, Drums

(см. MEDESKI, MARTIN & WOOD)
and:
Dave Tronzo (см.), Slide Guitar
Aaron Heick, Sax
Dan Levine, Trombone
Jennifer Charles and D.K. Dyson, Vocals
Ed Pastorini, Vocals
Ron Sunshine, Harmonica
All songs by Oren Bloedow

"Bloedow plays the wary urban hipster; every song sizzles with downtown wit and cool" – Rolling Stone Magazine

В этом пост-роковом диске воплощены самые тонкие и проникновенные черты рок-музыки.

	Oren BLOEDOW
	Oren BLOEDOW & Jennifer CHARLES:

"La Mar Enfortuna"
	2001
	47:58
	label: Tzadik

Oren Bloedow [bulbul terang, wurlitzer, g, b, s, sampler,  perc, moog, oud, tom-tom, bells]; Jennifer Charles [v, bells, ululations, wurlitzer]; guests: Ben Perowsky [d], Kenny Wollesen [d], Steve Bernstein [tp], Jamie Saft [p], Michael Tighe [g], EJ Rodrigues [perc], Curtis Hasselbring [trb], Ted Reichman [accordion], Aaron Heick [bass cl, fl]; Danny Blume [g]; a.o. 

Arr.: Bloedow; Prod.: John Zorn.

Velvety vocals, exotic instruments and a sensibility that embraces jazz, funk, folk, rock and latin music blend to make a CD to be enjoyed again and again.

	BLOOD,  SWEAT  & TEARS
	Child Is Father To The Man
	1968
	49:14
	

	BLOOD,  SWEAT  & TEARS
	B.S.T. 1
	1969
	45:59
	Mobil Fidelity Gold Disc (Columbia Recods)

	BLOOD,  SWEAT  & TEARS
	B.S.T. 3
	1970
	42:47
	

	BLOOD,  SWEAT  & TEARS
	B.S.T. 4
	1971
	40:54
	

	BLOOD,  SWEAT  & TEARS
	Live And Improvised  
	1976
	43:18 45:37
	(2 CD)

	BLOOD,  SWEAT  & TEARS
	Nuclear Blues
	1980
	42:58
	

	BLOOD,  SWEAT  & TEARS
	Live
	1980
	73:05
	featuring David Clayton – Thomas (см. ниже) [v]

	(BLOOD,  SWEAT  & TEARS)
	David  CLAYTON-THOMAS
	
	
	LP
David  CLAYTON-THOMAS – ex- B.S.T.
label: Decca

	(BLOOD,  SWEAT  & TEARS)
	Blue Plate Special
	2000
	41:43
	David Clayton-Thomas — the powerful voice that propelled all those multi-million selling smash records by Blood Sweat & Tears — has always been steeped in the blues. Now, for the first time, he has emerged with a full-scale, full-tilt, get-down blues album, with four original tunes and classics from the songbooks of Ray Charles, Albert Collins, Percy Mayfield, Freddie King and Willie Dixon. This is no period piece, no exercise in nostalgia: this is one tasty exploration of the blue colors of the American music palette.

with

Doug Riley, Matt King, Glenn McLelland - keyboards

Larry DeBart, Andy Aledort - guitar

Rob Paparozzi - harp

Mike DuClos - bass

Jonaphon Peretz - drums

Mark Quinones - percussion

Steve Guttman - trumpet

Charly Gordon - trombone

Dave Riekenberg - tenor sax

Craig Johnson - lead trumpet

Steve Guttman, Charley Gordon – horn

1. Too Many Dirty Dishes (Albert Collins)

2. Suzy Got Her Big Hair On (David Clayton-Thomas)

3. Hard Times (Ray Charles)

4. Lucretia MacEvil (David Clayton-Thomas)

5. Drown In My Own Tears (Henry Glover)

6. Hoochie Coochie Man (Willie Dixon)

7. Woman Across The River (Freddie King / additional lyriks: David Clayton-Thomas)

8. The Danger Zone (Percy Mayfield / additional lyriks: David Clayton-Thomas)

9. We Were The Children (David Clayton-Thomas) 

10. Wish The World Would Come To Memphis (David Clayton-Thomas)

	BLUE  BOX
	Live
	1992
	64:25
	jazz-fusion - fusion в духе позднего М.Davies’a.  Один из лучших современных проектов в этом стиле. Подобный ему по классу проект—Intergalactic Maiden Ballett.
label: enja

Reiner Winterschladen [tp]; Alois Kott [b, el b]; Peter Eisold [d, perc, k].

Audience and critics have been looking forward to it for quite a while! The fourth BLUE BOX release was recorded live in 1991 at several concerts. It should be another peak in the career of a band that has enjoyed a recognition unusual for a German/European group (as this is written BLUE BOX is booked at the 1992 Montreux Jazz Festival).

	BLUE  BOX
	Ten
	1994
	62:04
	label: enja
состав – как выше

This album is released on the occasion of the band’s 10th anniversary.

The music of BLUE BOX de​fies easy categorization. The dance-floor that many of its grooves seem to be suited for reveals its stirs and traps only at second listening: all wrong for absent-minded dancers waiting just for their crucial rhythmic kicks. Nor those responding to music rather with their brains that with their bodies are being correctly served by BLUE BOX because the trio’s music has too much body feel to give pure cerebral pleasure.

It would mean much if BLUE BOX intended to re-define this relation between body and mind with every tune they play. But presumably the trio aims for even more as mind and body are not complete without soul. The Trinity of body, intellect and soul seems to be the implicit progam of all the trio’s pieces. You can ever consider each of the musi​cians as a representative of one of these components.

The part of the body is played not by the drummer, but by bas​sist Alois Kott. From him the music receives its skeleton, its muscles: With his pulsing bass he pumps the blood, through the music’s veins. Drummer Peter Eisold’s gift to this creature is the mind. His rhythms are a mixture of lucidity and tortuous maze quite like most mortals’ way of thinking. Finally, Reiner Winterschladen’s trumpet breathes the soul into this conscious body of sound.

But of course there is also mind and soul to Kott’s playing as there is body and soul in Eisold’s drumming and body and intellect in Winterschladen’ s melodic ideas. Yet unlike many other trio settings the three of BLUE BOX don’t contend with one another for the deepest soul, the strongest drive or the widest mind. As the casting is done beforehand, everyone is allowed to enter another one’s domain without arousing suspicion. And furthermore all three of them struggle for the spirit, that musical mystery hovering high above mind, body and soul.
Thank goodness, the music of BLUE BOX is self-explanatory without all esoteric speculation. Knowing the trio’s early studio work, you will recognize the improvisational origins of most of the later tunes that combine an extremely slim structure (avoiding everything that seems unnecessary) with an experi​mental atmosphere. BLUE BOX is not at all a studio project. Even much of the composed material was not written down in private homework but came to life grad​ually in the process of playing together. So with the years the trio improvisation became something that does not necessarily need follow-treatment but can stand for itself.

This CD is a document of the great communi​cation and contact between the three musicians – on and off the stage. The key word is “contact”, as Kott and Eisold initially met as members of the Ger​man “Contact Trio”. Since those days the two of them continually have created an aston​ishing and exemplary nearness of bass and drums (a sort of elastic engagement) recon​ciling intelligence and groove. Trumpeter Winterschladen  may always count on them when using this rhyth​mical elasticity for playing around with it, making the gaps audible and flying off.

There is not only security coming out of this deep confi​dence in each other, there is also joy of risk: The three musicians aim for extreme experiences transcending any normal playing situation. As we said before: BLUE BOX is a band that escapes all attempts of stylistical categor​ization which is embarrassing not only for critics. But it should be easy to put up with this fact as long as the music has that spirit – which it definitely has in these recordings by BLUE BOX. 

	The BLUE SERIES CONTINUUM
	GoodAndEvil Sessions
	2003
	43:20
	label: Thirsty Ear Recordings

Matthew Shipp & GoodAndEvil

Roy Campbell: trumpet

Alex Lodico: trombone

William Parker (см.): bass

Josh Roseman (см.): trombone

Matthew Shipp (см.): korg synthesizer

All other sounds played and made, sliced and diced, fixed and mixed by GoodandEvil and Miso

The Good and Evil Sessions are the first in Thirsty Ear's Blue Series Continuum, which emphasizes diverse styles of music with a rotating, leaderless cast of musicians. This one melds Danny Blume and Chris Kelly of Good and Evil fame with turntable maven Miso and some of the heavy-hitters from the avant-garde jazz world, including bassist William Parker, pianist Matthew Shipp, and trumpeter Roy Campbell. The results are unpredictable and deliciously sassy, with groove-based throbs, jazz beats, and turntable scratches setting the stage for down-in-the-bucket solos that purr with joyous abandon. Free improv meets punk and dance rhythms laced with foot-tapping, body-swaying pulses. While the pop inflections are certain to spark a debate within the tiny but intense and vocal free jazz community over the commercialization of art, the generally uncompromising improvisations of the Shipp/Parker contingent stand up reasonably well even if somewhat less-intense and complex than usual. This sort of crossover fusion could widen the appeal of these otherwise relatively obscure though extremely talented performers. Shipp is in superb form, spinning webs of simple (though never simplistic) phrases, veiled by supple nuance. Miso's scratches are a constant, subversive presence, while the Blume-Kelly guitar duo keeps the hips shaking and the trombone twosome of Alex Lodico and Josh Roseman adds a raunchy bottom. Roy Campbell's fading repetitions on "On the Run" are lovingly distorted through the filter of the Good and Evil lens.
1. Brainwash

2. Then Again

3. The Stakeout

4. Close Call

5. The Hideout

6. On The Run

7. Roll It Back

8. Change of Plans

9. Sweetbitter

	(The BLUE SERIES CONTINUUM)
	EL-P (featuring The BLUE SERIES CONTINUUM):

"High Water"
	2004
	44:07
	label: Thirsty Ear Recordings

Guillermo E. Brown: drums

Roy Campbell: trumpet

Daniel Carter: reeds and flute

Matthew Shipp : piano

William Parker: bass

Steve Swell: trombone

EL-P, aka El Producto, is one of hip-hop's most obstinate and adventurous pioneers, combining a mid-'80s lo-fi old school aesthetic with a progressive rock musician's inclination to push boundaries. He has never succumbed to the whims of corporate hip-hop, instead choosing to pursue his own decidedly uncommercial leanings. In the mid-'90s, he developed a strong reputation with the groundbreaking trio Company Flow, a band whose achievements include the first LP, Funcrusher Plus, on Rawkus Records, a label that is considered by many the best label for intelligent hip-hop. Over the group's auspicious stint together, he proved he was himself capable of intense lyricism and sonic production so powerful it could stand on its own. In the latter part of the '90s, El-P was also a collaborator with Blackalicious, Mos Def, and Dilated Peoples. In 2001, after releasing one last album with Harlem rappers Cannibal OX, the group chose to amicably pursue their own directions. El-P has started his own label, Def Jux, and was also selected to work on former Rage Against the Machine frontman Zack de la Rocha's first solo album. Somehow he found the time to work on his own solo release during all of this, Fantastic Damage, which saw the light of day in May of 2002. High Water from early 2004 was part of the Matthew Shipp-curated Blue Series and teamed the producer with Shipp, William Parker, and others from the fringe of jazz. Collecting the Kid, a collection of unreleased and hard to find tracks appeared later in the year. 

El-P's entry into Thirsty Ear's Matthew Shipp-curated Blue Series is a compelling experiment in genre and sound collision. El-P doesn't rap on this set, nor does he saturate his mix with a truckload of effects. His compositions are skeletal frames on which to hang his mixological architecture of ambitious beats and skeletal samples, creating a tightly controlled dynamic inside which ambitious music is created. His collaborators are pianist Shipp, bassist William Parker, drummer Guillermo E. Brown, and a horn section comprised of Daniel Carter on reeds and flute, Steve Swell on trombone, and trumpet prodigy Roy Campbell. While many titles in the Blue Series catalog seem to be varied in terms of texture and dynamic, High Water is not. This feels like a conscious decision on the part of El-P. The palette is restricted atmospherically; his compositions are almost song-oriented — at least in the beginning. The funky breaks on "Get Your Hand Off My Shoulder, Pig" offer a glance into the depths of his aesthetic: the grooves are midtempo with Shipp delving into his blues and soul book for vamps and a solo, Parker laying underneath and propelling the cadence and the horns floating over the top of those massive beats. Shipp is the first to meander, decentering the melody, pulling it apart phrase by phrase and then turning it inside out. All the while the horns shift harmonics while keeping the timbre and tension in clear view. On "Get Modal," the pop tune "Where Is the Love" becomes the jump-off place for investigation. Parker kicks its phrasing first before Shipp chimes in and confirms it. The skittering beats make the track feel like it is coming off a Tilt-a-Whirl, and a forgotten soul vocal is tossed into the background to rattle around just behind the horns. Meanwhile, Brown's counterpoint polyrhythms accent El-P's foreground sampling — including a looped guitar riff from the ether — and all of it is capped with brief yet tough solo from Campbell. 

The crackling strangeness in "Intrigue in the House of India" is indicative of the album's moodiness and rhythmic parlance. Shipp's carnival-inspired Afro-Cuban son riff opens out onto a carousel of sonic layering — Carter's flute solo is the only thing that feels as if it were recorded on Planet Earth and Brown's weaving in and out of the synthetic rhythms keeps everything shimmering, skipping along into a void where entropy and suffocation would be the only choices were it not for Campbell once again cutting through the detritus and creating a melodic center. At about three minutes and 15 seconds into the track, the cut breaks open with big beats, Parker's cutting drone bass, and ambient sonics paring their way into the heart of the rhythmic soundscape. The theme that threads through the album is a complete reconsideration and rewiring of Charles Aznavour's "Yesterday When I Was Young." It is quoted at the beginning as the players get ready, in a faltering, stuttering, tentative attempt to encounter the subtleties at work in the tune's harmonic palette — like the mood of the disc, it too is consciously restricted. When they get to its full articulation on "When the Moon Was Blue" with Harry Keys singing, the beats seem to separate from his voice, which invokes not only the ghost of Aznavour and his theatrical phrasing but also Louis Armstrong's with his underappreciated sense of melancholy. As horns offer droning bell-like lines across the entire top of the tune, El-P's beats pop under the vocal and Shipp and Parker wander the rounded edges of the melody's margin, a step away from complete implosion. Brown jumps through hoops and keeps the entire band — mostly — inside not only the time, but the tight lyrical consideration that makes up the body of the tune. In sum, it's a moody and haunting record with a few highs, a few lows, and lots of shades of blue to make your way through. Recommended.
Please Stay (Yesterday)

Sunrise Over Brooklyn

Get Your Hand Off My Shoulder, Pig

Get Modal

Intrigue In The House of India

Something Is Wrong

When The Moon Was Blue (featuring Harry Keys)

Please Leave (Yesterday)

	BLUESIANA
	Hot Sauce
	1994
	53:10
	label: Shanachie Rec.

Ingridients: Ray Anderson (см.), Michael Brecker (см.), Eddie Gomez, Toots Thielemans, Allen Toussaint, Paul Griffin, Will Calhoun, Phil Hamilton, Chuck St.Troy.

In the tradition of Grammy nominated Bluesiana ‘Triangle’ album, original Bluesiana’s producer Joe Ferry brings together another all-star cast of artists for a hot, soulful, blowing session of blues and New Orleans vibes.

1. My Last Meal

2. Brickyard Blues

3. I Walk On Guilded Splinters

4. Don’t Mow Your Lawn

5. You Don’t Know Me

6. Busted

7. Blue Monk

8. Ruby’s Flowers

9. At Last

10. The Blue Lady

	BLUESIANA
	Hurricane
	1995
	66:16
	label: Shanachie Rec.

  Bluesiana Hurricane is the fourth volume of the Grammy nominated ‘Bluesiana’ series which brings together master musicians from the realms of jazz, blues, r’n’b & rock for New Orleans-rooted blowing sessions. Featured on this latest volume are Rufus Thomas (см.) [v], Lester Bowie (см.) [tp], Bill Doggett [Hammond B-3], Chuck Rainey [b], Bobby Watson [s], Will Calhoun [d] and Sue Foley [g].

1.   BIG FINE HUNK OF WOMAN
2.   HUBIDY
3.   THE WORLD IS ROUND
4.   ON AND OFF
5.   A BITTER DOSE
6.   HONKY TONK, PART I
7.   HONKY TONK, PART II
8.   BAREFOOTIN’
9.   SOME SHADY STUFF
10. WALKING THE DOG
11. HALFSTEPPIN’
12.  SOULFUL HIGH YELLOW

Mac Rebennack (a/k/a Dr. John, The Nite Tripper) has had a profound effect on me through his teaching both inside and outside the studio. Over the years that I've had the honor to work with him, he has passed much wisdom my way. His most casual comments have helped me to refine the way I produce records. His most cutting have redirected my life's course. Of these, his words ‘Music Is Magic’ are my credo. It is that phrase and philosophy upon which I base the projects I produce.
Musik Is Magic
On March 4&5, 1995 -- Rufus Thomas, Bill Doggett, Chuck Rainey, Lester Bowie, Bobby Watson, Will Calhoun and Sue Foley assembled at The Loft Recording Studio (site of a notable album I had the privilege to produce with Ska legend Tommy McCook -- HI-BOP SKA by THE SKATALITES (см.)). A cool mix of the masters and the cutting edge, the lineup for BLUESIANA HURRICANE was a rainbow of rock, blues and jazz. There had been a buzz of anticipation for weeks. Still, moments before tape rolled, each bandmember wondered just how this diverse group would be able to make an album with no rehearsal, live-to-tape, in two sessions. But I had no doubt...
Musik Is Magic

After a few minutes of socializing (some of the bandmembers had not met each other until now), I called the troops together and Rufus Thomas, at 78 years of age bursting with youthful enthusiasm and vigor, talked down his arrangement of Big Fine Hunk Of Woman. With little more than a quick run-thru, we rolled tape as the band blasted off with the high octane, first take version of Big Fine Hunk Of Woman that opens BLUESIANA HURRICANE. Rufus' infectious laughter filled the air, everyone relaxed and the control room erupted with cheers. This was gonna be a helluva great album ...
Musk Is Magic
My friend Tommy McCook, leader of the legendary SKATALITES, is a man of inspiring humility and spirituality. His words flow, at once simple and complex, like a passage from The Bible: ‘Never Bring The Wrath To The Music’ -- I keep that sentiment in my heart at all times. There was no wrath at the BLUESIANA HURRICANE sessions. Everyone involved in the making of this album -- our brilliant engineer Peter Beckerman, the Hurricane Band, me, Charlie, the crew -- all joined the party as song after song went live-to-tape in first takes. Talk down the chart, a quick run-thru or two, roll tape, hi-fives, laughter, love and Japanese food...
Musik Is Magic
I hope everyone who hears this album feels the same joy we all felt making it. Again, my friends and colleagues at Shanachie Entertainment (Randy Grass, Richard Nevins, Wayne Martin and Lee Goldstein) have allowed me to make the music I hear in my heart. The Inter Faith Council, helping the homeless, will benefit through donations by Shanachie as well as royalty participation in BLUESIANA HURRICANE. That is the ultimate joy and reason we make these albums. To everyone who hears this music: Don't Sweat The Hatred, Keep Chasing The Love. Whether you make music or just dig music:
Musik Is Magic
Peace To You, JOE FERRY
New York, March 1995

	Hamiet  BLUIETT                                      
	Resolution
	1977 
	41:25
	H.B. -- постоянный победитель “DownBeat critics poll winners” в категории: Baritone Saxophone

Hamiet  BLUIETT—см. тж. с: WORLD SAXOPHONE QUARTET; Julius  HEMPHILL; Randy WESTON;
энергичный free-jazz
label: Black Saint

H.B. [bar s, cl, fl, bamboo fl]; Don Pullen (см.) [p, organ]; Fred Hopkins [b]; Billy “Jabali” Hart [d, perc] (left); Don Moye [sun perc] (right). 

	Hamiet  BLUIETT                                      
	Dangerously Suite
	1981 
	45:19
	label: Soul Note

Hamiet Bluiett [bar.s,alto cl], Irene Datcher [voc], Bob Neloms [p], Buster Williams [b], Jabali Billy Hart [d], Chief Bey [african perc].

	Hamiet  BLUIETT                                      
	Ebu
	1984 
	44:35
	label: Soul Note

H.Bluiett [bar s, alto cl]; John Hicks [p]; Fred Hopkins [b]; Marvin ‘Smitty’ Smith [d].

	Hamiet  BLUIETT                                      
	Nali Kola
	1989 
	47:53
	label: Soul Note

H.Bluiett [bar s, fl]; Billy ‘Spaceman’ Patterson [g]; Donald Smith [p]; James ‘Plunky’ Branch [s s]; Hugh Masekela [tp, flh]; + african drummers.

HAMIET BLUIETT

One of the boldest and most creative musi​cians on the scene today. Whether he’s one fourth of the World Saxophone Quartet or up front as a leader of the Telepathic Arkestra, Rainshout, or the Clarinet Family, Bluiett is taking risks and mov​ing the music forward.

His latest endeavor, «Nali Kola», finds Bluiett once again taking charge — this time featuring that most ancient and powerful of instruments: the drum. Bluiett has put together a series of com​positions where the tonal centers are defined by the drum. Allowing the drum to set the tonality is contrary to Western musical tradition where the piano typically has that role.

For this date, Bluiett has reunited the master drummers Okyerema Asante, Titos Sompa and Chief Bey, the percussion section from his Tele​pathic Arkestra which is the most advanced of the post Sun Ra rainbow cosmic orchestras. [...]

Hamiet Bluietts vision on the Album «Nali Ko​la» has the drum setting the melodic/harmonic context. The drums are translated through high digital recording into complete presence so that you can feel the sound. Throughout the album they set not only the pace but the structure. Bluiett’s use of the drum in this way compels you to acknowledge their power. The persuasive Afri​can tonal centers allow the players to let go of Western concepts of melody and harmony, open​ing all sorts of possibilities.

Like all master innovators, Hamiet Bluiett nev​er seems to run out of ideas. And he can pull to​gether an aggregation to fit any concept. This al​bum is but the latest of a long line of trailblazing ideas and reflects just one more aspect of Hamiet Bluiett’s musical and spiritual insight.

----- Jimmy Gray «Black Fire» WPFW-FM, Washington. D.C.

	Hamiet  BLUIETT                                      
	«Sankofa» / «Rear Garde»
	1993 
	59:13
	label: Black Saint

Hamiet Bluiett [bar s, contralto cl], Ted Dunbar [g], Clint Houston [b], Ben Riley [d].

    This is an album that can be simply and thoroughly enjoyed, without regard to its conceptual underpinnings. Still, this is a recording with an agenda. ‘Sankofa/Rear Garde’ is a stinging renouncement of the baritone saxophone’s historical second-class citizenship in jazz, and, as such, is also a pointed commentary on jazz’s current fixation with its past. When heard in this light, however, Bluiett’s music doesn’t lose its soul-stirring immediacy. Once Bluiett’s message sinks in, this seemingly unimposing quartet configuration becomes as bold a proposition as any ensemble he has previously recorded. The essence of Bluiett’s vision for this album lies in its zen koan-like title. The Sankofa is a long-necked bird depicted by the Ashanti with its  head turned backwards. Translated literally from the Ashanti, Sankofa means, “Turn back and fetch it.”  A royal emblem, the Sankofa is an image used in stamped cloth patterns, and in utilitarian craft objects which have an elitist value, such as pipes. The image is also incorporated in the traditional weights used to measure gold dust. The Sankofa embodies retrospection, the reinforcement of the pecking order, and economic standards in one graceful image, connotations that, when applied to the American jazz establishment, border on an indictment. A play on one of the more overused terms in the lexicon of the arts, Rear Garde is Bluiett’s metaphor for baritone players, whose ensemble functions too often are limited to anchoring chords or mirroring a bass line, and whose leadership opportunities remain shamefully slim. ‘Sankofa/Rear Garde’, then, is Bluiett’s case for front-of-the-bus status for the baritone. His strategy is two-fold: to assemble musicians with both impeccable mainstream credentials, and the proven ability to stretch and meet the demands of unusual compositional structures; and to construct a program that demonstrates the baritone’s finesse and power in a wide variety of jazz’s sub-genres. On both counts, Bluiett made strong choices.  Bluiett’s best argument for the baritone, however, is not his program or personnel decisions, but his playing. ‘Sankofa/Rear Garde’ is perhaps the most comprehensive statement of his abilities to date. All of the components of his grounbreaking style are forcefully brought into play: the reverberating timbre, producing what Bluiett calls an “aboriginal sound”; the startling synthesis of materials, which can meld anything from deep blues to post-modern smears and growls into a single phrase; and the amazing five octave range, which gives Bluiett the scariest altissimo on the planet. These stylistic elements are galvanized by Bluiett’s personal backwards glance. Part of this takes the form of retracing such steps in his career as his tenure with Mingus, and his groundbreaking partnership with Hemphill in the World Saxophone Quartet. Also, there’s the everpresent wellspring of family and friends, like Daddy Banks and Everett Baker, that he regularly draws upon for inspiration. But, in the end, it’s just a glance. Hamiet Bluiett is too committed to nurturing the music’s future to linger in any one place for long...

	Hamiet  BLUIETT                                      
	Ballads And Blues
	1997 
	60:25
	label: Soul Note

Hamiet Bluiett [bar s]; Ted Dunbar [g]; Clint Houston [b]; Ben Riley [d].   Live at the Village Vanguard

  Hamiet Bluiett is so much more than the bottom quarter of the World Saxophone Quartet (см), than the best baritone saxophonist around nowadays, than a guy whose name (pronounced, yes, «blew it» – or, same sound, different meaning, «blue it») is unically apt for a jazzman. All those labels are accurate, as far as they go, but like all labels they are limiting in their scope. Since he began recording as a leader over two decades ago (following his tenure in Charles Mingus’s band), this gruff 57-year-old has transcended such specifics by virtue of being a masterful musician in all facets: instrumental tone and technique, writing and arranging, improvisation, and most of all, emotionally direct communication. It all combines to make his playing a rollercoaster ride of twists and shocks no matter what the context. [...]  After all the special contexts he’s been featured in, there’s something refreshing and revelatory about hearing Bluiett in a simple quartet session. His near-constant subversion of the expectations raised by a program of ballads and blues suggests that nothing in his world is easy or one-dimensional, least of all romance, and his penchant for finding new ways of playing some venerable standards is a workshop in the reinvention of familiar materials.

	BLURT
	Pagan Strings
	
	47:30 
	jazz-punk - cочетание импровизационной музыки и панк-рока.

label: Spalax Music (France)

Ted Milton [sax] project
1. Phone Monika

2. Alouette

3. Slow Boat

4. Bright Red White + Blue

5. Authors

6. Violin Sherbet

7. La Clef Des Clamps

8. Bird Trigger

9. Machina Machina

10. Universal Love Song

11. Planet You

12. Chouettes

13. Amour De Ma Vie

14. Mesopotamia

15. End f An Era

16. People Can Fly 1

17. People Can Fly 2

	BLÜTH
	Blüth
	1998
	69:20
	free-fusion-funk-acid-jazz (в исполнении весьма весёлой компании, включающей известных джазовых исполнителей; не исключено, что их здесь даже больше, но под псевдонимами.)

Pete Davenport [d, lead voc, perc, oblong tub, toms]; Zach Danziger [d, progr, aw shiht, hysteria]; Tim Lefebvre [ac/Fender/Sadowski basses, progr, lead/back/Prescott C. Farnham voc, g, k, t s, tp, Rhodes]; 

+ guests: Leni Stern [g]; Dave Jensen [t s]; Chuck Loeb [solo g]; Andy Middleten [s s]; Marcus Wolf [wah wah g]; Steve Tavaglione [a&t s]; Brian Delaney [tp]; Ruben Gutierrez [cl]; Dan Zank [p, clavinet, k]; Chris Cheek [t s]; a.o.

	Arthur  BLYTHE
	Retroflection
	1994 
	68:46
	A. BLYTHE - см. тж. с: Lester BOWIE; Music Revelation Ensemble; Joey BARON; Julius  HEMPHILL; WORLD SAXOPHONE QUARTET;
label: enja

A.B. [a s]; John Hicks [p]; Cecil McBee [b]; Bobby Battle [d]

    Swing, funk, blues energy / improvisation / rhythm / excitement, harmony, humour, humility, compassion and love of humankind: Arthur Blythe brings it all to the table. When he plays the music, his unique interpretations and the profoundly distinctive voicings thereof, delineate and expound upon the past / present / future orientation quintessential to that which we call — jazz.  Arthur says it this way: “Some of it is, like, concept. Not a musical one, but how people live everyday and relating to everyday life. It can be series of thoughts, but you make them into one picture. That’s the way it tends to come out. Sometimes there’s a trend, and, sometimes, you don’t realize there’s a trend until it reveals itself. Sometime it’s osmosis that goes down and you don’t even know it because it’s so subtle.”  Arthur’s artistry does not emanate out of an aloof attitude of contemporary, jive-O / reduct-O jazz iconoclasm. Rather, it reflects his knowledge, understanding, awareness and sensitivity and commitment to the jazz tradition. In fact, Arthur has built his career on a solid foundation of personal sound and superlative improvisationall skills. Improvisation is the key. “That’s the beauty in it”, he declared,”also the adventure in it, the newness and looking forward to something you didn’t know about revealing itself. Those are the rewards that the music offers the musician and the listener.”  A composer / musician par excellence, Blythe still takes nothing for granted. “I have humility for pursuit of becoming proficient in this art form. But, I know just by the nature of the art form and the nature of anything creative that there is no ending to it. You don’t get to a plateau where you have arrived”, he emphasized. Arthur Blythe is an imprint, a style / signature, a glyph in the architecture of post-modern alto saxophonics. “The music is a reflection of my who I am and all-in-all. It’s about my experiences and how I feel about and interpret that. It’s my life expression through the language of music.”       — T. Brooks Shepard.

	BOHREN & DER CLUB OF GORE
	Sunset Mission
	2000
	73:34
	ambient-jazz с мрачно-тревожным настроением.

label: Wonder (EFA distr.)

Morten gass [p]; Christoph Gloser [t s]; Thorten Benning [schlagzeug]; Robin Rodenberg [b].

Prowler

On demon wings

Midnight walker

Street tatoo

Painless steel

Darkstalker

Nightwolf

Black city skyline

Dead end angels

	Mari  BOINE
	Gula Gula
	1990
	35:19
	Mari  BOINE – см. тж. с: J. GARBAREK; VERSHKI da KORESHKI
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 Bolne Persen: vocal, drum (1,4, 5), guitar (2). 

Eivind Aarset (см. AARSET; MOLVAER): 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
	M.Boine [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].

1. Gumppet Holvot [The wolves howl] .................. 6’ 29’’

2. Ale Sat [No more] ............................... 1’ 22’’

3. Cuovgi Liekkas [Radiant Warmth] ............ 5’ 04’’

4. Ahccai [To my father] ...................... 6’ 06’’5. 

5. Maid Aiggot Muinna Eallin [What do you want life?] .. 6’ 54’’

6. Mielahisvuohta [Lunacy Lunacy] ................. 4’ 58’’

7. Gilvve Gollat [Sow your gold] .................... 5’ 07

8. Gulan Du [Hearing you] .................... 4’ 53’’

9. Vuolgge Mu Mielde Bassivarrai [Come with me to the sacred mountain] ............................ 6’ 51’’

10. Mun Da’Han Lean Oaivamus [Just when I had] ......... 4’ 37’’

11. 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].

1. Mielahisvuohta [A state of mind where your intellect is disconnected] .... 6’ 16’’

2. Das Aiggun Cuozzut [Within myself] + Orbina [The Orphant] 8’ 05’’

3. Gula Gula [Hear the voices of the foremothers] ....... 6’ 23’’

4. Modjas Katrin [Katrin who smiles] .............. 10’ 52’’

5. Eco [Echo] ............... 2’ 19’’

6. Skadja [The reverberation] ....... 8’ 33’’

7. Vuolgge Mu Mielde Bassivarrai [Come with me to the sacred mountain] ...... 10’ 53’’

8. It Sat Duolmma Mu [Free] ............... 9’ 20’’

9. 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]. 

	(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. pjesna 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 tvojej 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.

	The BOLLYWOOD BRASS BAND
	The BOLLYWOOD BRASS BAND
	1999
	42:37
	label: EEA (Emergency Exit Arts) (England)

Уличный брасс-бэнд; состоит из английских индусов. Соответствующий уличному бэнду репертуар содержит изрядно английского юмора (не смотри, что индусы).

1. Loay Loay Aaja Mahi

2. Gur Nalon Ishk Mitha

3. Kehma Hi Kya

4. (Ek Ho Gaye) Hum Aur Tum

5. Hawa Hawa

6. Pardesi Pardesi

7. Mehndi Laga Ke Rakha

8. Gur Nalon Ishk Mitha (remix)

9. Kehma Hi Kya (remix)

	The BOLLYWOOD BRASS BAND
	Rahmania
	
	47:53
	Rahmania: The Music of A.R. Rahaman

	BOOM
	One Hour Talisman
	1997
	48:09
	label: Cuneiform Records (USA)

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

BOOM start from the most basic of rock line-ups, but they add the power of freedom to the power trio format.

"Boom's expressive range runs both wide and deep... over a variety of moods and genres, from hallucinogenic drones to free jazz wigout."

 -- The Penn
"Anthony Curtis plays with conviction and a rare technical command" -- Guitar Player
Guitarist Anthony Curtis, bassist Greg LaBudde & drummer Pippin Barnett [Curlew (см.), Nimal, No Safety (см.), etc.] serve up a "power trio" record that goes WAY beyond the normal conventions of that lineup. Pippin's idiosyncratic & incredible drumming shows why his work is held in such high regard, while Greg plays the John Entwhistle role, anchoring the band, but still having a large sonic role. Anthony is a Richmond-area guitar legend, of whom famed jazz guitarist Pat Martino said: "Anthony's virtuosity is tremendous. He IS new music." Anthony's smeary, fractured, "bad-acid" wah-wah work puts a noisey, post-psychedelic slant on top of the solid, sometimes Massacre-like rhythm section.

	BORDERTALK
	Bordertalk
	1994
	64:42
	free-bop / fusion, с мощным драйвом и психоделической мелодикой.

label: Konnex (Berlin)

Jiri Stivin [fl, clar, a&t s], Bob Van Den Broeck [p (Bosendorffer Grand)], Ali Haurand [b]. 

	Thomas BORGMANN – см. с: Peter BROTZMANN
	
	
	
	

	Jean-Paul  BOURELLY – см. в 'Blues'
	
	
	
	

	Chris BOWDEN
	Slightly Askew
	
	67:27
	label: Ninja Tune

Этот big-band – постоянный участник записей, производимых лэйблом Ninja Tune.

	Lester  BOWIE
	Duet
	1978
	30:01
	L.B. -- победитель “DownBeat critics poll winners” в категории: Trumpet (1993)

DOWN BEAT 48TH ANNUAL CRITICS POLL: “HALL OF FAME” 2000
Lester Bowie never hesitated to speak his mind. And this candor translated into the trumpeter/ composer/bandleadefs music, as his musical output with the AACM, Art Ensemble of Chicago, Brass Fantasy and numerous other groups stands as honest, innovative and revolu​tionary. He died Nov. 8, 1999, at the age of 58. We dedi​cated our March cover feature to Bowie's memory. Now, the critics have immortalized him as the 93rd inductee into the Down Beat Hall of Fame.

Through three Blindfold Tests for Down Beat (in 1979, 1984 and 1992), Bowie revealed as much about himself and his art as the musicians he critiqued. We could think of no more fit​ting tribute to Lester than the reverence and irreverence of his own words. 

—ed. Down Beat

label: Improvising Artists (new York).

Lester  BOWIE (см. тж. с: Roscoe MITCHELL; Josh ROSEMAN)[tp] & Phillip  WILSON [perc]. Producer  --  Paul Bley. 

	Lester  BOWIE
	The 5th Power
	1978 
	45:00
	label: Black Saint

L.Bowie [tp]; Arthur Blythe (см. A. Blythe; тж. с: Music Revelation Ensemble) [a s]; Amina Myers [p, v]; Malachi Favors [b]; Phillip Wilson [d].

	Lester  BOWIE
	The Great Pretender
	1981 
	43:25
	label: ECM

Lester Bowie [tp], Hamiet Bluiett [bars], Donald Smith [ p, organ], Fred Williams [b], Phillip Wilson [d], Fontella Bass [voc], David Peaston [voc].

	Lester  BOWIE
	All The Magic !
	1983
	45:10
	label: ECM
Альбомы All The Magic! и The One And Only изданы как двойной альбом, но объединяет их только дата записи – июнь 1982 года. Состав на All The Magic ! – Lester Bowie [tp], Ari Brown [ts, ss], Art Matthews [p], Fred Williams [b], Phillip Wilson [d], Fontella Bass [voc], David Peaston [voc]. Состав на The One And Only – Lester Bowie [trumpet and other sounds].                                  

	Lester  BOWIE
	The One And Only
	1983
	35:26
	label: ECM

L.Bowie [tp and other sounds]

	Lester  BOWIE
	Lester  BOWIE’S BRASS  FANTASY:

"I Only Have Eyes For You"
	1985 
	53:34
	label: ECM

Lester Bowie, Malachi Thompson, Bruce Purse[tpts], Stanton Davis [tpt,flh], Steve Turre, Craig Harris [tbs], Vincent Chancey [frh], Bob Stewart [tuba], Phillip Wilson [d]. 

Brass Fantasy – ансамбль медных духовых инструментов + ударные. Исполняются собственные композиции, джазовые стандарты и поп. мелодии.

	Lester  BOWIE
	Lester  BOWIE’S BRASS  FANTASY:

"Avant Pop"
	1986 
	47:36
	label: ECM

Lester Bowie, Stanton Davis, Malachi Thompson, Rasul Siddik [tp], Steve Turre, Frank Lacy [trb], Vincent Chancey [fr h], Bob Stewart [tuba], Phillip Wilson [d].

	Lester  BOWIE
	Lester  BOWIE’S BRASS  FANTASY:

"Serious Fun"
	1989 
	54:38
	label:  DIW

[tp]- 4;  [fr h];  [tb]- 2; [tuba];  [d]-2; [perc].

“Если о блюзе говорят — “это когда хорошему человеку очень плохо”, то, наверное, о джазе вообще можно сказать — “это когда хорошему человеку очень хорошо”. Слушая импровизации духового бэнда Лестера Боуи, сразу понимаешь:  Лестер — очень хороший человек, и когда он берёт в руки трубу, ему становится очень хорошо. Настолько хорошо, что даже сидя перед колонками чувствуешь, как осень за окном постепенно меняет свой цвет с дождливо-серого на прозрачно-голубой. В своих Fantasy Боуи настолько тепло и органично “переваривает” выбранные им темы, что даже те из них, которые не успели ещё стать классическими, превращаются в избранные. Песенки Билли Холидей, Джеймса Брауна и Бобби МакФеррина стали той основой, по которой Лестер вышивает золотом своей трубы. Чего стоит одна “Don’t Worry Be Happy” с пронзительными переливами Лестеровского инструмента, местами срывающимися в хриплую имитацию настоящего человеческого голоса. И, конечно, самая серьёзная из всех шуток Лестера Боуи — обработка песни Билли Холидей “Strange Fruit”. Эта композиция заканчивает альбом Serious Fun, хотя точнее будет сказать, что она его венчает. На этот раз голос трубы Лестера становится гласом пророка, чертающего на меди скрижалей судьбу народов. Всю боль человеческого существования и тоску по земле обетованной выплёскивает он в сердца слушателей.” — Звук.

	Lester  BOWIE
	Lester  BOWIE’S BRASS  FANTASY:

"My Way"
	1990 
	47:07
	label: DIW

состав как выше.

	Lester  BOWIE
	Lester  BOWIE’S BRASS  FANTASY:

"The Odyssey Of Funk & Popular Music"
	1998
	55:30
	“Lester Bowie s'amuse, et il a raison. À l'heure ou les fanfares renaissent, le trompettiste fait la nique aux puristes et réussit un coup de maître.”
Lester Bowie [tp]; Joseph ‘Mac’ Gollehon [tp]; Ravi Best [tp]; Gerald Brazel [tp]; Bob Stewart [tuba]; Vincent Chancey [fr h]; Luis Bonilla [trb]; Joshua Roseman [trb]; Gary Valente [trb]; Vinnie Johnson [d]; Victor See Yuen [perc]; + guests: Dean Bowman [v (#7)]; Joseph Bowie [trb, v (#2)].

1. The Birth of The Blues

2. Next

3. Two Become One

4. Don’t Cry For Me Argentina

5. Beautiful People

6. In The Still Of The Night

7. Notorious Thugs

8. Nessun Dorma

9. If You Don’t Know Me By Now

	Lester  BOWIE
	Lester  BOWIE’S  NEW YORK ORGAN ENSEMBLE: "The Organizer"
	1991 
	49:19
	label: DIW

Lester Bowie [tpt, fl h], Steve Turre [tr], Amina Claudine Myers [organ, v], James Carter (см.) [ts], Famoudou Don Moye [d, perc], Philip Wilson [d #2,4,6].

	(Lester  BOWIE)
	  The  LEADERS:

"Out Here Like This"
	1988 
	46:56
	label: Black Saint

Lester Bowie [tp], Arthur Blythe (см.) [a s], Chico Freeman (см.) [t&s s, bass cl], Kirk Lightsey [p], Cecil McBee [b], Don Moye [perc].

Нео-боповый проект Лестера Боуи. Исполняются вещи участников состава The Leaders.

	(Lester  BOWIE)
	  The  LEADERS:

"Unforeseen Blessings"
	1990 
	45:13
	label: Black Saint
к предыдущему варианту состава добавился замечательный пианист Kirk Lightsey.

“You don’t always get what you want, but you get what you need... It don’t always come when you want it, but it’s right in time...”

	Dougie  BOWNE
	One Way Elevator
	1996 
	42:07
	Douglas  BOWNE – см. тж. с: John Lurie, Evan  Lurie; Lounge Lizards, Dave Douglas; Kazutoki Umezu, Cassandra Wilson, Klezmatics, Marc Ribot, Marisa MONTE (в секции ‘Latina’); Holly COLE (в 'Alternative'); Yuka HONDA (в 'Alternative');
cовременный postbop/fusion-project

label: DIW

John Medeski (cм.) [p]; Fred Hopkins [b]; Dougie Bowne [d]. 

	BOYS BAND TRIO
	Curvatura Grande
	2000
	46:22
	jazz-rock-fusion

label: Kariatyda (Warsaw)

Andrzej Izdebski [baritone fretless guitar]; Michal Gorczynski [t s, v]; Michal Gos [d].

1. Nastraganus

2. All My Dears

3. Fear No More

4. Teneor

5. We Love You Goran

6. Gnoma Gnoma

7. Oh My Gos!

8. ...What About The End Of The World

	Terry  BOZZIO, Tony LEVIN, Steve  STEVENS
	Black Light Syndrome
	1997
	67:09
	Импровизационный современный fusion, сильно в духе King Crimson.
label: Magna Carta (New York)

T.B. [d] (см. тж.: The LONELY BEARS); T.L. [basses & stick]; S.S. [all guitars].

«[...] Not only did he [Steve] have the «rock name» but demonstrated a profound sense of melody, harmony, virtuoso technique, stylistic sensibility and philosophical tendencies which immediately revealed to me this was going to be much more than a commercially-driven «studio project.» This, in turn, created the problem of finding a very special bass player (not just a «rock name») but someone who would bring the same creative, individualistic expression to the project Steve and I could bring. In making a «dream» list for Pete to research, Tony Levin was put at the top almost half-heartily because we never thought he would be interested and if by remote chance he was—he probably would be so busy with Peter Gabriel, King Crimson, solo projects and/or session work he wouldn’t be able to do it anyway. Well, guess what? He not only was very interested but he could squeeze four days out of his busy schedule January 26-30 to do the record! Steve and I had spoken about the process of this project—unconditional acceptance of all members’ ideas—to spontaneously compose in an improvisational manner and use editing or overdubbing to flesh out the basic tracks—we even got together and jammed at my home in Austin to make sure the playing chemistry between us was going to happen (and in the process we structured the forms and sections of the five or six jams we did just to have something to Fall back on if we got in trouble improvising in the studio), But four days?!!? I had done a Lonely Bears album in 10 days. But only after a week of rehearsals and a live gig under our belts. I did a Polytown album in three weeks where we went in the studio with no preconceived musical ideas. But four days, with three guys who had never played together before was dangerous at the very least, if not suicidal.

So the big day comes. We go in the studio, deal with typical set-up and equipment problems, sat down or assumed the position, rolled tape and just played. The rest of the tracks came one of two ways: either mapping out a few sections as signposts, or with very little discussion and then allowing the muses to use us as they would. [...]» Terry Bozzio in L.A., February, 1997

	Terry  BOZZIO, Tony LEVIN, Steve  STEVENS
	Situation Dangerous
	2000
	48:17
	Terry Bozzio plays Drum Workshop drums and pedals and hardware, "TB Piccolo Toms" & " TB Sound Enhancers", Sabian "Radia" cymbals, bells & gongs, Attack "TB Signature Drumheads", Vie Firth "Terry Bozzio Signature Phase I & II" sticks & mallets, AKG Microphones.

For all things Bozzio log on to http://www.terrybozzio.com   email: slambozzio@aol.com 

Tony Levin plays Music Man basses, the NS Electric Upright and cello, the Chapman Stick, and was recorded through Trace Elliot Amplifier.

Tony may be contacted through http://www.papabear.com 
Steve Stevens plays Godin Guitars, Ernie Ball Strings & Guitars, Vaccaro Guitars, Fultone Effects, Emagic Software.

1. Dangerous
2. Endless

3. Crash

4. Spiral

5. Melt

6. Tragic

7. Tziganne

8. Lost

Диск инструментального fusion в духе King Crimson (за исключением №7 – фламенко).

В этом инструментальном супер​трио, выпускающем уже второй альбом, объединили свои усилия барабанщик Терри Боззио (UK, Jeff Beck, The Knack), басист/стикист Тони Левин (Dire Straits, Pink Floyd, Peter Gabriel, King Crimson) и гита​рист Стив Стивенс (Billy Idol, Steve Stevens' Atomic Playboy, Vince Neil Band). Их союз — пример удачного взаимодействия «звёздных» инди​видуальностей, дающего на выходе «живой» продукт, а не священные консервы. Музыка трио программ​на. Названия композиций — слов​но эстетические категории: «Опас​ное», «Бесконечное», «Грохочущее», «Духовное», «Мягчительное», «Тра​гическое», «Цыганское», «Потерян​ное». Каждая вещь – не только своё настроение, но собственное жанрово-стилевое «наклонение»: от хард-рока и ритм-блюза до арта и баллады, от фанка и фламенко до восточноазиатских мотивов. Са​мая жёсткая и тревожная, естест​венно, «Dangerous», своими хрома​тическими прогрессиями и бру​тальными октавными риффами «отсылающая» и к Led Zeppelin, и к King Crimson. А самая зажигатель​ная — фламенковая «Tziganne», ку​да для исполнения сверхвиртуоз​ных партий на акустической гита​ре приглашён новый Пако де Лусия, Маркус Нанд, хотя и Стивенс на акустике в «Spiral» весьма не​плох. Не обошлось без фокусов. Пальцы Левина превращаются в барабанные палочки (в букваль​ном смысле, за счёт специальных деревянных «удлиннителей», кото​рыми басист стучит по струнам) и тут же переключаются на виолон​чельный смычок. Боззио в своих соло эпизодах заставляет свои перкуссии «говорить» почти человеческим языком. При всём при этом кон​цепция представляется очень цельной, лишённой базарной пест​роты и неофитского восторга. Хороший фьюжн для слушания, не для посторонних занятий.

--- Салон AV

	BRAGA
	Braga – Raga  (The Poetry Of Acoustic Music)
	1998
	57:46
	British string player Antony Boast and percussionist Bart Janssens using a fresh concept in melodic improvisation, on a hypnotic and original journey in acoustic music.

Antony Boast plays: Viola Braguesa (three-quarter size 10 string guitar from Portugal), Braga Harp Guitar (viola braguesa custom built with 12 harp strings crossing body and one low octave bass string off the neck), Esraj (South Indian bowed instrument with short sitar type neck and small body with parchment front), Urbashi Mandolin (solid body electric mandolin from Calcutta, India), Cumbus (fretless banjo type instrument with deep metal bowl body from Istanbul, Turkey; played here with bow), Kotoharp (custom made large zither board with 12 nylon strings), Mini – Sitar (played with bow for ‘little-voice’ effects), Saarang (electric drone generator with 6 notes in sequence, from Bangalore, India), Sruti Box (electric 3 note drone, India).  

 Bart Janssens plays: Tabla (pair of hand drums from India), Udu Pots (clay percussion urns from Africa / Brazil), Kanjira (South Indian tambourine with heavy skin and one jingle), Ramsagar (two string drone instrument with gourd body, India), Ocean Drum (flat drum with closed plastic heads, containing many small metal balls for ‘sea-effects’), Indian Bells, Gongs, Rattles, Goat Nails, Water Gong, Bongos, mini Djembe (Africa), Derbukas (Turkey), flat custom Tom, Wood Blocks, Shakers, Cymbals.

  Акустический new-age проект. Среди прочих в этом роде, он –  выдающийся по своей не-скучности. Красота и смена планов, лёгкая игривая энергетика и импровизационные разработки, -- всё это заслуживает самых лучших отзывов.

	Anouar BRAHEM
	Barzakh
	1991
	57:01
	label: ECM

Anouar Brahem
oud

Bechir Selmi
Violin

Lassad Hosni
percussion

1
Raf Raf

2
Barzakh*

3
Sadir

4
Ronda

5
Hou

6
Sarandib

7
Souga

8
Parfum De Gitane

9
Bou Naouara

10
Kerkenah

11
La Nuit Des Yeux

12
Le Belvedere Assiege

13
Qaf

Compositions by Anouar Brahem. except* by Anouar Brahem and Bechir Selmi, "Souga" and "Bou Naouara" by Lassad Hosni.

One of the ironies of the current vogue for so-called world musics is that the adventurous listener often finds himself championing forms exotic to his ear which are, in their true context, fundamentally con​servative. To be a traditional musician, wholeheartedly, is to be inflex​ible, resistant to change -- and music that does not change hardens, calcifies, dies inside.

Anouar Brahem, a 33 year old oud virtuoso (I don't use the term casually) who holds the title Director of the Musical Ensemble of the City of Tunis, is acutely aware of this. Of his country's play​ers he laments, “we've lost much of the traditional instinctive in​teraction inherent in small groups of improvising musicians”. He fights against the malaise by refusing to limit himself to the exclu​sively Tunisian, however that might be defined, asking himself how many other idioms his branch of Arab music can move towards without compromising its integrity. He claims, for example, the right to examine “all the things left in my country by the colonialists, the occupiers”, thereby giving himself access to the musics of Spain, Turkey, Morocco, France and more; since the Roman occupation of the 2nd century B.C., Tunisia has changed hands constantly. Brahem's partner on three of Barzakh's tracks (including the crucial title piece), violinist Bechir Selmi, says “Anouar is playing a music with​out borders...and that's as it should be. Music cannot be contained within national boundaries.”

Anouar Brahem, a modern musician with a profound respect for and knowledge of Arab classical music, is disinclined to be caged by its history.

He began playing the oud at 11, going on to receive a Diploma in Arab Music at the Tunis Conservatory and taking additional studies with oud master Ali Srithi, who now insists that “Anouar Brahem is the best lutenist in Tunisia. He has the touch and the feel. Only he knows the secret.” This view is not yet unanimously endorsed by other Tunisian musicians, some of whom view his innovations with suspicion. On the other hand, he has a growing following among the more progressive players. Bechir Selmi takes a special pleasure in the fact that Brahem has established the validity of an instrumental music in Tunisia. “With Anouar, a musician always feels he has more free​dom than if he has to restrict himself to working around a singer.” Throughout the Islamic world, the singer and the song have held sway for centuries, even in such countries as Iran where an indepen​dent instrumental tradition has existed (albeit forced underground of​ten enough).

Beyond the traditional field -- to which he always returns for sustenance -- Brahem has composed for ballet, theatre, and film, and mounted a number of large-scale “spectacles” in Tunisia, each conceived as a theatrical totality, with choice of venue, lighting and costumes interconnected with the music, the entire event awaken​ing, by the musicians' account, a ..sense of ritual". Such work led to his receiving Tunisia's Grand Prix National de la Musique; he is the youngest artist to have received this award.

He has also embarked on many collaborations with musicians from other countries and cultures, including Renaissance lutenists, classical guitarists, flamenco players, sitarists. His resume includes performances with Cameroon saxophonist Manu Dibango and Chicagoan-Chilean-Pakistani jazz guitarist Fareed Haque.

Although three self-produced cassettes were issued in his home​land, Barzakh is Anouar Brahem's first album proper. It is almost impossible to buy records in Tunisia, let alone make them, and Brahem's broad musical knowledge is attributable to his travels. He has toured in Algeria, Morocco, Spain, France, Italy, Yugoslavia, the USA and Canada and, for three years in the early 80s, was living in Paris, the city hailed by many as the crucible of the world's folk resources on account of its large and extremely varied immigrant population.

It was while in Paris that he heard Keith Jarrett's Facing You, an album that excited him greatly. Jarrett, he says, “often sounds ex​tremely Andalusian when improvising on modes”. Further disco-graphical investigations made an ECM aficionado out of him and by the time he reached Oslo for his own session he was exceptionally well-informed about the company's history, directions, and production policy. Listening to the just-mixed final version of Gavin Bryars's After The Requiem one evening at Rainbow, Anouar Brahem re​sponded with a perspicacity one wouldn't expect of many western musicians.

His ECM debut was first projected as a solo album, the lutenist opting to add violinist Bechir Selmi and percussionist Lassad Hosni to the session to colour specific pieces. Though the musicians have played with each other in various contexts for years, they had never before worked in trio as they do on “Parfum de Gitane” and “Kerkenah”.

They are three very different characters. The trim, dapper Brahem, a strong-minded conceptualist, is very definitely the team leader. Selmi is an inspired working musician, open-minded, glad of a challenge, ready to play on any premise. It's tempting, but too limiting, to think of him as an Arab Grappelli to Anouar's Django, although “Parfum de Gitane” certainly suggests a Hot Club de Tunis.

Hosni's a good-natured, enthusiastic back-up man -- it's no surprise to learn that he plays a lot of parties and weddings back home -- a gentle giant of a drummer, where Brahem and Selmi are slight of build.

As a child Bechir Selmi played the nay, the Arab flute, switch​ing to violin at 15. At the Tunis conservatory, he studied both Arab music and Western classical and contemporary music, the latter under Czech and Bulgarian teachers -- hence the intimation of a Janacek-Bartok Slovakian folk strain in his playing. But he is proud that the violin has its origins in Arab music (the art of bowing, in fact, was first established in the Islamic empire about 1000 years ago) and has recently begun to teach Near Eastern approaches to the instrument. Selmi is in the full-time employ of Tunisian tele​vision station RTT and plays constantly on its music programmes. “I am chained to my work,” he jokes. He is keen to acknowledge the pioneering work of three older Tunisian violinists who have influenced him greatly: Ridha Kalai, Naceur Zguonda and Belguacem Amar, all now in their sixties. In 1987, Selmi joined the Musical Ensemble Of Tunis and, subsequently, has participated in all of Brahem's Tunisian concerts.

Selmi has toured the Gulf countries playing both ancient and modern Arab music and says he experienced a personal breakthrough in 1988 while playing at the Opera in Cairo to an audience of musi​cians. “I gave them everything I had and I didn't know what I gave them. I lost myself completely in the music, forgot the people in front of me, forgot my life. It was only afterwards I could piece to​gether what I'd done.”

This intense commitment to the music's flow is conveyed in “Barzakh”. The name, Brahem explains, refers to “the place of rest and tranquility where the soul goes before resurrection. It is an isthmus or transition.” Brahem says that for him “Barzakh” is “the album's most important piece”. It was developed spontaneously in the studio in response to a production request for a slowly-unfolding legato performance to counterbalance the speeding rush of dazzling pieces like “Raf Raf” and “Sarandib”. It's a question of emotion as opposed to adrenaline. There's a place for both of course.

Percussionist Lassad Hosni, in contrast to his well-schooled col​leagues, is self-taught. Like drummers everywhere he beat the walls and the table as a child. At 14, he started playing darbouka, the clay goblet-drum capped with fish-skin for fast, snappy action. At 16 he was “making money with it”. It's still his favourite instrument. None​theless at 17 he began to look at the Arab frame drum called the bendir and had to allow that, yes, despite its deeper, more ponderous sound that instrument had a lot of expressive potential, too. Hosni plays bendir on “Parfum de Gitane” and “Kerkenah”, darbouka on his two solo pieces “Souga” and “Bou Naouara”. The titles of the solos refer to the respective primary rhythms employed. “Souga” also in​cludes a stambali rhythm, “the rhythm of the black Tunisians”, ac​cording to Hosni, while “Bou Naouara” which means literally “father of the flower”, reflects upon a chain of rhythms including the mraba, the tounsi, and the Algerian goubahi. Lassad Hosni claims to be the only Tunisian darbouka player taking extended solos. His criteria for excellence? “When I play, I ask myself: Does it sound sweet?”

Lassad Hosni first worked with Anouar Brahem in 1980. He is, additionally, a member of the Tunisian Folklore Group, which has toured widely under the auspices of the Tunisian Ministry of Culture, and has worked extensively with dancers and singers. I asked if he had any favourites amongst the vocalists he's worked with and he wrote some names in my notebook. Half an hour later, he crossed the list out. All the other singers would be jealous, he explained. Better I mention just a couple of important dancers, Setwa Moha-med and Kawthar Cherif, and leave it at that.

In the cross-cultural zone, Hosni recently found himself working alongside Omar Hakim on a recording date with Theresa de Sio. The Neapolitan singer, having decided to cover one of Anouar Brahem's tunes (“a piece almost like a Tunisian reggae”) brought the composer and his accompanist to the studio to participate... but that's a long way from the matter at hand.

With the exception of “Kerkenah” (the title alludes to the Tuni​sian island of the same name), recorded on the first, somewhat overexcited day of the Oslo session, all of Barzakh derives from a single day's work. Brahem, marshalling all his resources, spun out solo pieces of a jewelled brilliance. Almost everything he played on Day Two merited inclusion on the record.

At his best, Brahem reveals exceptional clarity of execution and sensitivity to colour even when moving at top speed. Listen to the delightful “Sarandib” (the ancient name of Sri Lanka in Arabic), which challenges the fingers like one of Paganini's Capricci.
The short pieces “Hou” and “Qaf” began life as alternate takes of the same tune. “They're like haikus”, Brahem said, and indeed they are, each snaring a mood in a single, gentle pass. “Hou”, Bra​hem explains, is a contraction of the word Houa used in liturgical chants, while “Qaf” is a mythical mountain in Arab legend.

“He wanders freely amongst the universes, all of which are one: those which he inhabits, and those which inhabit him” – so, rather grandly, writes critic B. Ben Milad of one of Brahem's Tunisian con​certs. Brahem may soon be wandering freely out of Tunis, feeling the need to move on again.

“It may be time for me to leave,” he says. “I'd like to explore more of the world, live in India for six months, meet and play with a broader range of musicians. It's dangerous if you keep playing to the same audience. It's really important that the music should change and grow.”

------- Steve Lake

	Anouar BRAHEM
	Conte De L'Incroyable Amour
	1992
	59:26
	label: ECM

ANOUAR BRAHEM - OUD

BARBAROS ERKOSE - CLARINET

KUDSI ERGUNER - NAI

LASSAD HOSNI - BENDIR, DARBOUKA

1. ETINCELLES

2. LE CHIEN SUR LES GENOUX DE LA DEVINERESSE

3. L'OISEAU DE BOIS

4. LUMIERE DU SILENCE

5. CONTE DE L'INCROYABLE AMOUR

6. PESHREV HIDJAZ HOMAYOUN

7. DIVERSION

8. NAYZAK

9. BATTEMENTS

10. EN SOUVENIR D'LRAM

11. IRAM RETROUVEE

12. EPILOGUE

	Anouar BRAHEM
	Thimar
	1997
	54:38
	label: ECM

Anouar Brahem [oud]; John Surman (см.) [s s, bass cl]; Dave Holland (см.) [double-bass].

Compositions by Anouar Brahem, John Surman, Dave Holland.

1. Badhra

2. Kashf

3. Houdouth

4. Talwin

5. Waqt

6. Uns

7. Al Hizam Al Dhahbi

8. Qurb

9. Mazad

10. Kernow

11. Hulmu Rabia

	Anouar BRAHEM
	Khomsa
	
	76:33
	label: ECM

ANOUAR BRAHEM: OUD

RICHARD GALLIANO: ACCORDION

FRANCOIS COUTURIER: PIANO, SYNTHESIZER

JEAN MARC LARCHE: SOPRANO SAX

BECHIR SELMI: VIOLIN

PALLE DANIELSSON: DOUBLE BASS

JON CHRISTENSEN: DRUMS

1. COMME UN DEPART

2. L'INFINI JOUR

3. SOUFFLE UN VENT DE SABLE

4. REGARD DE MOUETTE

5. SUR L'INFINI BLEU

6. CLAQUENT LES VOILES

7. VAGUE

8. E LA NAVE VA

9. AIN GHAZEL

10. KHOMSA

11. SEULE

12. NOUVELLE VAGUE

13. EN ROBE D'OLIVIER

14. DES RAYONS ET DES OMBRES

15. UN SENTIER D'ALLIANCE

16. COMME UNE ABSENCE

	Anouar BRAHEM
	Le Pas Du Chat Noir
	2001
	70:38
	label: ECM

rec. July 2001

ANOUAR BRAHEM - OUD

FRANCOIS COUTURIER - PIANO

JEAN-LOUIS MATINIER - ACCORDION

1. LE PAS DU CHAT NOIR

2. DE TOUT TON COEUR

3. LEILA AU PAYS DU CARROUSEL

4. PIQUE-NIQUE A NAGPUR

5. C'EST AILLEURS

6. TOI QUI SAIT

7. L'ARBRE QUI VOIT

8. UN POINT BLEU

9. LES AILES DU BOURAK

10. RUE DU DEPART

11. LEILA AU PAYS DU CERROUSEL, VAR.

12. DEJA IA NUIT

	Anouar BRAHEM
	Astrakan café
	
	77:42
	label: ECM

Anouar Brahem [oud]; Barbares Erkose [cl]; Lassad Hosni [bendir, darbouka].

	Anthony  BRAXTON
	Three Compositions Of New Jazz
	1991 
	43:21
	Anthony  BRAXTON --  см. тж. с: Richard TEITELBAUM ‘Concerto Grosso’ (1988, Hat Hut); Joe FONDA (1997, Konnex); Chick COREA “Early Circle”; Muhal Richard  ABRAMS;

label: Delmark

Rec. 1968.  

Anthony Braxton [as, ss, cl, fl, etc.], Leroy Jenkins (см.) [vln, viola, etc.], Leo Smith [tp, etc.], Muhal Richard Abrams (см.) [p, cello, a cl].

       Braxton’s first recording, “Three Compositions Of New Jazz”, was made with ‘the Creative Construction Company’. Two of the compositions are Braxton’s. His titles are eccentric: usually they consist of letters and numbers connected by lines. Sometimes they include geometrical figures that suggest where the musicians should stand and in what directions they should play. In most cases, they convey little to anyone besides Braxton himself. The titles reflect Braxton’s fascination with numbers, with mathematics, with abstract structures, and also something of his distrust of impressionism and cheap political-spiritual uses of music. His work, he says, has spiritual implications. All music does, but he was offended by the imitations of Coltrane prevalent in the late 60’s, after the master’s death: “We already had ‘A Love Supreme’; why do we need somebody chanting ‘supreme love’ or something like that? There’s a lot of pseudo-spiritualism that came up post-Coltrane. Mysticism and spiritualism became big business. I heard some people talk about spiritualism and turned around and found them involved in some of the most negative things you could ever imagine. Throughout that period I just separated myself. My activity was completely isolated from everybody’s in that regard.”   In 1965, when the jazz world was dominated by hard bop on the one hand and “free jazz” on the other, a group of musicians formed in Chicago under the rubric of AACM, the Association for the Advancement of Creative Musicians. Intensity and energy were the critical attributes of the free players, and “soul” the standard by which one judged the hard boppers. The Chicago musicians offered something different: equally interested in free and composed music, some talked about escaping the “trap” of a constant rhythm, while others sought a discipline unpopular among the free players. Most played a large variety of instruments. One of the most important groups to emerge from the early years of the Chicago organization was the Creative Construction Company, which featured the violin of Leroy Jenkins, Leo Smith’s brass, pianist Richard Abrams, and on saxophones native Chicagoan Anthony Braxton. Now the most celebrated — and controversial — performer and composer in the new jazz to come out of Chicago, Anthony Braxton confronts the world with a startled, wide-eyed Orphan Annie look. Like the other AACM musicians, Braxton uses space and silence in his music, and occasionally does without a rhythm section altogether. He is as concerned with bringing wit and intelligence into his music as he is with expending energy playing it, and is so serious about composing that he calls himself only “40 persent an instrumentalist”. Born in 1945, since the seventies Braxton has recorded over forty albums as a leader, including a three-record, fully notated piece for multiple orchestras. That piece calls for 160 musicians and four conductors. In the notes to his multi-orchestral album, Braxton tells how he was inspired by the big band battles of the past, but also by the sound of bands moving past him in parades, by Charles Ives’s “Fourth Symphony”, and by works of Stockhausen, Xenakis and Cage. Braxton was one of the first black avant-garde musicians to acknowledge a debt to contemporary European music. He feels a need to be original, but also to fight the sense of isolation such originality has imposed on him. His work is not unique: there is something corresponding to multi-orchestralism, he writes, in “every culture. This medium can be experienced all over the planet.” The variety of Braxton’s activities suggests randomness, but that impression is false. Most of his compositions are carefully organized into categories — and he even thinks of his occasional traditional jazz recordings as a series of investigations that he hopes to sustain. His projects are sometimes grandiose, but never merely flighty. His music, once scorned or ignored by jazz critics because it didn’t “swing” or is too “cold”, started reaching larger audiences in the seventies, thanks mostly to his contract with Arista Records. Braxton’s saxophone style, with it ragged lines, wide skips and abrupt silences, is now rightly seen in the context of Eric Dolphy and, ultimately, of Charlie Parker. Although his playing can be intense, he considers that intensity a device to be used appropriately rather than the ultimate end of music. “Just before then I was going to play the trumpet in high school because I wanted to be like Miles Davis, but Paul Desmond’s music was the deciding factor. He was an extremely disciplined improvisor. It is difficult aide play at the pace Desmond normally functions — very slowly — and really invent and not waste a note. He had to be an extremely disciplined man in his approach to the music. I learned something from Desmond — I try to approach my activity in a very disciplined way, even as an improviser, not to play anything that is not real. My progression in music has never been to start at the earliest point and then go to the most contemporary. In fact, I usually start near the middle and work forward and backward at the same time.” (In Woodstock, Braxton’s record shelf featured a huge box of Stockhausen beside an equally impressive collection of Fats Waller.) “So I discovered Charlie Parker much later than I discovered Paul Desmond. Before Desmond I listened to Frankie Lyman and Bill Haley and Little Richard. That was the music I was initially intrigued with, and then I went from that to Ahmad Jamal.” Ornette Coleman’s ideas affected him more than Coleman’s alto sax technique. “What I admired about musicians like Desmond and Coltrane and Dolphy was the fact that they didn’t play like anybody else. They believed in what they did.” Though immediately impressed by Dolphy’s speed — he had been expecting something like Ornette Coleman — Braxton was shocked when he first heard Eric Dolphy. “I used to frequent a record shop on 58th street in Chicago, four or five blocks from my house. I saw this record ‘Outward Bound’ by Eric Dolphy. By this time I’d become very, very interested in the music of Ornette Coleman. But the record came on and when the solo started, ‘I didn’t say it had a violin on the record.’ It was Eric Dolphy playing so fast, it sounded like a violin. I lked him immediately and later found out Eric was a gemini. His tendencies were attractive to me. But I never met him and I never saw him play live.” Around 1963, Braxton met John Coltrane, whom he revered. “Coltrane was quiet and gentle until he got on the stage. His music was so robust, so dynamic, it was frightening. I was never friends with Coltrane from the stand-point of ‘Let’s be on the same level.’ I was like a student and I would not let him treat me in any other way. He invited me to sit in with him and I wouldn’t do it because I was too many people sitting in with Coltrane. I felt I was much stronger than them as musician but Coltrane was like a god in my eyes and it wouldn’t have been respectful for me to play with the man when I wasn’t on his level. I used to call him Mr. Coltrane.” Braxton has said that Coltrane was as intense as any player could be, and that it is useless to imitate that intensity, as hundreds of saxophonists have done. Despite the lure of Trane’s personality and the power of his music, Braxton backed away from his influence: “I didn’t want to play like Desmond or Coltrane or Dolphy, because the thing I admired most was the fact that they created their own universe. If you could grab Coltrane’s music and graph it, you’d see a certain shape. Same with Dolphy. Desmond’s music was kind of like that but still melodic. [Braxton made a soft, wavy motion with his arm; Dolphy’s music elicited a faster, jerkier motion. When demonstrating his own music, Braxton’s arm suddenly acted as though it had been captured by a silent movie: it moved too fast to be comfortable and jumped around surprisingly.] Well, for my music I designed a language. It was the first kind of improvisational language that would move with such sharp curves. My rhythmic structure was deliberately reshaped. My playing is much more pointed even than Dolphy’s, because I utilize another relationship to primary pulse in music. That aspect of my music made it difficult for the jazz critics to relate to my music. That’s the distinguishing feature that they write about.” At the height of his interest in Coltrane Braxton heard a piece by Arnold Schoenberg. Schoenberg’s advanced ideas about harmony, his discipline, use of space and relative rhythmic freedom affected Braxton immediately. “It was Schoenberg’s early Op. 11, ‘Three Pieces for Piano’, (1909) that floored me. I couldn’t believe it. I had been studying  music for ten years; my involvement with Russian art music was interesting, but it was an activity that didn’t have anything to do with my life. It wasn’t concerned with black people. I would play Bach, Vivaldi and Beethoven. I enjoyed it but it didn’t touch me inside that much. Shoenberg’s music completely knocked me out, changed my whole life. It made me reconsider everything I’d ever considered before. I went back and started dealing with Beethoven and Bach and I’m still dealing with Beethoven and Bach. And also it opened up Anton Webern and later Stockhausen and Cage.” Braxton is still controversial, but fans of new music follow him with something like fanatical zeal. A reviewer for ‘Coda’ magazine called his article on Braxton the most important thing he had done in his life, and I have no doubt that there are, somewhere, teenagers who are cultivating a wide-eyed look, affecting cardigan sweater, and learning to stutter on an alto sax in order to sound like Anthony Braxton. Reading his liner notes, one might think that Braxton’s music is easier to comprehend than his spoken language. In his comments on the multi-orchestral piece, he writes about ‘projections’, which his editor clarifies by putting ‘Forms’ in parentheses beside it. He is self-educated, stubborn, and sometimes obscure, but on some level he always makes sense, and his sigle-minded devotion to his art is inspiring. As he said to me at the end of our long talk: “I’ve been talking a lot about the significance of various systems and activities. Of course I’ll continue to talk about that, if you’d like. But it’s no less real for me than Phil Woods’s lyricism. My particular path in creativity was taken as honestly as I could take a path. It’s really just how I am. I make no apologies. I work hard and I intend to continue to work hard for my viewpoint, and to learn and discover. That’s what I am.”  His live performances are fascinating. He might appear with a quartet, with another musician, or solo. Braxton is an orderly player, though anyone who has seen him hunched over his alto saxophone in concert, his legs bent at the knees and his left arm flapping to an unstated beat, will hesitate to call him ‘cold’. He is aware of the need for both variety and overt structure if an audience is to follow a solo saxophone. At times his playing has a slapdash vigor; elsewhere it has an odd slithering quality as he slips up and down a scale. Braxton can be angular, straightforward or sly. His pieces are often founded on some kind of repetition: a Dolphyesque line will form a theme; it will be repeated, inverted, varied in every possible way, but the piece will constantly reflect the shape of its cell or theme. Another piece may investigate a particular saxophone technique: Braxton may restrict himself to overblowing or playing in the altissimo range of his alto. He can be lyrical, but he doesn’t strive for the fluency of a Phil Woods. (Playing the bop classic “Donna Lee” at a bone-rattling tempo, Braxton sounds as if he were tripping down stairs, catching himself at the last minute.)

	Anthony  BRAXTON
	«Silence» / «Time Zones»
	1969
	73:00
	label: Black Lion, edition 1996

1. Off The Top Of My Head

2. Silence

    #1-2: Anthony Braxton [reeds & misc. instr.]; Leo Smith [tp & misc. instr.]; Leroy Jenkins (см.) [violin & misc. instr.].

3. Crossing

4. Behemoth Dreams

    #3-4: Anthony Braxton [sopranino&alto sax, contrebasse clarinet]; Richard Teitelbaum (см.) [modular moog & micromoog]. (См. тж. этот дуэт на ‘Live’ CD 1996 ниже)

  «Anthony Braxton is an enigmatic figure in creative music whose music has too often been criticized  un​justly and praised for the wrong reasons.

It   seems   that   whenever Braxton’s music is mentioned one can find credence given to his so-called   influences:   viz,   Cage, Stockhausen, Paul Desmond, Eric Dolphy, John Coltrane and recently Lennie Tristano.

The fact that so much fuss has been made pertaining to Braxton’s own influences seems to be one of the least things of importance during those times. It annoys me greatly that each time his name is brought up, he is linked almost exclusively with the European and Euro-American tradition—but when listening to Braxton’s music, one can easily hear the unfolding of his select cultural heritage along with the  collective  heritage  of  all humankind.

It seems to me that there is a considerable amount of confusion in regard to the form that creative music takes. It is my opinion that the form  which  creative  musicians utilize to demonstrate their art is improvisation, and I have derived a way of determining which music is improvisation and which is compo​sition.

The nature of music is dual. It is composition when all elements are conceived and calculated by one or more   individuals   as   abstracted symbols representing a condensed form of communication that remains inactive until brought alive by inter​preters. It is improvisation when the four primary elements --  sound, rhythm, silence, space—are organized and delivered instantaneously as they are conceived. It is initiation, impro​visation is active; also, as it unfolds, it is active. Therefore, it does not require an intermediate or additional stage to manifest. It, too, may be conceived by one or a group of individuals.»

Excerpt from Leo Smith’s notes for ‘The Complete Braxton’ (1971)

   «Anthony Braxton and I first met in a cow pasture in Belgium in 1969. He had just finished performing with his trio (including Leo Smith and Leroy Jenkins) and I was hanging out backstage with my group Musica Elettronica Viva (MEV) waiting to perform later in the festival. I remember being im​pressed by his airborne Gemini energy and amazed at his keen interest in Stockhausen’s piano music. Here I was with MEV—a group of ‘serial dropouts’ who had gone over to improvised music influenced by Coleman, Coltrane, Taylor and the music of Africa and India and there was Braxton, raving about Stockhausen! In respect I can see that his interest in the white avant-garde was no less valid than mine in the black, and in a way was structurally equivalent. In fact, several years later, in the course of a long conversation we discovered that we had been influenced by most of the   same   musicians   but   at complementary periods of our lives. When  Braxton was first  encountering the music of Schoenberg, for instance, I was discovering Charlie Parker, and vice-versa.

Such musical ‘crossings’ between different traditions and cultures are growing rapidly these days and though this trend may worry some of the   stricter traditionalists the rapid development of electronic communications and high speed travel seem to assure its inevitability. If   technology is bringing many farflung musicians within airshot of each other, free, collective improvisation is supplying a vehicle through which they can communicate. Musical systems may differ widely but the ability to relate directly through sound is common to all experienced improvisors in the World Band group I organised a few years ago, musicians from five separate traditions (Indian, Armen​ian, Korean, Japanese and Western) improvised    together without difficulty.

I began playing the synthesizer in 1966-67, when the desire to make music controlled in real-time by the performers’ brainwaves led me to Robert Moog and his newly invented voltage-controlled system. I started working with improvising musicians at about the same time—first with soprano saxophonist Steve Lacy in New York and then with the MEV group (Frederic Rzewski, Alvin Curran and others) in several hundred concerts    throughout Western Europe. In the spirit of 1970, Anthony Braxton joined MEV for a mid-western tour of the United States and we have worked together on various occasions ever since. Braxton continues to be a major creative force in the new music and there is is no one I enjoy playing with more, so I was delighted to do these duets with him.

Crossing was recorded live in a duet concert at Karl  Berber’s Creative   Music   Festival   near Woodstock, New York. The concert took place in a wonderfully rever​berant, wooden church hall which emphasized the kind of sound blending between the synthesizer and reeds that I aim for and I hope that the recording reproduces that experience. Some of the melodic improvisation towards the end of the set has echoes of Roscoe Mitchell’s People in Sorrou—which is a tune I really love, and Crossing is dedicated to him. Behemoth Dreams is a studio recording done in one take without overdubbing. Braxton plays contrebasse clarinet through​out, and the grumblings and yawps of that sonic monster contrasted with the spaced, dream-like mood of the synthesizer suggested the title.»

Richard Teitelbaum

	Anthony  BRAXTON
	Together Alone
	1971 
	42:57
	label: Delmark

1. – 3. Together Alone (Joseph Jarman)

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

4. CK7 (GN) 436 (Anthony Braxton)

5. SBN – A – 1 66K (Anthony Braxton)

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

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

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

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

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

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

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

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

— Peter Margasek, August 1994

	Anthony  BRAXTON
	Max ROACH  & Anthony BRAXTON:

"Birth And Rebirth"
	1978 
	43:20
	label: Black Saint

Max Roach (см.) [d], Anthony Braxton [reeds].

	Anthony  BRAXTON
	Creative Orchestra (Koln 1978)
	1978 
	52:2252:00
	label: Hat ART, 1995; First Release. Rec. 1978.

Dwight Andrews, Marty Ehrlich (см.), Vinny Golia (см.), J. D. Parran, Ned Rothenberg -- saxophones, clarinets, flutes, piccolo
Rob Howard, Michael Mossman, Leo Smith, Kenny Wheeler (см.) -- trumpets
Ray Anderson (см.), George Lewis (см.), James King Roosa -- trombones, tuba
Marilyn Crispell (см.) -- piano 
Birgit Taubhorn - accordion 
Bobby Naughton - vibraphone 
James Emery (см.) - electric guitar 
John Lindberg (см.), Brian Smith - basses 
Thurman Barker - percussion, marimba 
Robert Ostertag - synthesizer
Anthony Braxton composer & conductor
CD I:

1. Language Improvisations

2. Comp. 55

3. Comp. 45

CD II:

1. Comp. 59

2. Comp. 51

3. Comp. 58

Positive Vibrations

A ferocious, stomping music, beau​tiful swelling cadences, eerie group im​provisations seguing into tunes ... incredible, vibrant music.

David Lee's description (in Coda 162) of the Creative Music Orchestra's Moers Festival set could apply as well to their Koln concert of two days ear​lier. Similarly, Anthony Braxton's com​ments on Composition 45 could also stand as a programme note for the ent​ire Koln concert: "big band music that takes the complete continuance of creative music into account – from the early marching structures in dixieland music from New Orleans to the multi​ple structural dynamics of Duke Ellington". (Though, after hearing these CDs, I'm tempted to add an enthusia​stic "– and then some!")

In May 1978 Braxton's mind must have been filled with orchestras. On May 18 and 19 he was due at Oberlin College, Ohio, to record his epic, four-orchestra Composition 82. And for the preceding ten days he was on the road with his Creative Music Orchestra, lea​ding them through their debut tour of Europe. The schedule was typically hectic: three days of rehearsal followed by concerts at Koln (May 12), the Groningen Festival (13), the Moers Festival (14), Paris (16) and Brussels (17), the last concert ending just in time for Braxton to catch a Concorde and arrive in Oberlin on May 18. As if this wasn't enough work, Braxton, inspired by the performances on the tour, started to write a new orchestra piece, Composition 71, "as a respon​se to the positive vibrations that surro​unded the whole project".(*) (Not surpri​singly, he was unable to complete it before the tour ended, but it was later recorded on the Eugene (1989) CD.)

The musicians who prompted these positive vibrations were an intriguing mix of new and old Braxton associates. Ray Anderson, Thurman Barker, George Lewis, Brian Smith, Leo Smith and Kenny Wheeler had all played in pre​vious Braxton ensembles, but for many members of the orchestra (such as Marilyn Crispell and Vinny Golia) this was not only their first trip to Europe but also their first major professional engagement. In fact, several of the personnel, including Rob Howard, Mike Mossman, Bob Ostertag and Ned Rothenberg, were still students at the time. (Coincidentally, at Oberlin College, Braxton's various links with the college were due, in part, to his fri​endship with the noted African-American composer Wendell Logan, who was based at Oberlin.)

If Braxton's sharp ear for young talent is clearly illustrated by the orche​stra line-up, his generosity in giving young musicians a chance to play can rarely have been better rewarded than by the performances on this tour. Vibrant is the word; the passion, the commitment, you can hear on these CDs is incredible. The SPIRIT of the music leaps from the speakers like a mighty shout of joy.

Language Improvisations

The Koln concert begins with a sequence of Language Improvisations. Since these recur throughout the con​cert, as "transitional material" positio​ned between the compositions, I had better say a little about their origins and how they work.

When Anthony Braxton started to build his music-system in the mid-60s, the approach he adopted was "focus​ing on particular areas ... separating elements as a basis for establishing a sound-logic". To this end, he drew up a list of ten primary Language Types: 1) Long Sound (Static); 2) Accented Long Sound (Active); 3) Trills; 4) Staccato Line Formings; 5) Intervallic Formings; 6) Multiphonics; 7) Short Attacks; 8) Angular Attacks; 9) Legato Formings; 10) Diatonic Formings. (He later added: 11) Gradient Formings; 12) Sub-identity Formings. These described areas of sound he was already using, but which he had not originally identified as major Language Types.) These 12 Language Types made up, and still make up, the foundation of Braxton's sound logic; he refers to them as the DNA of his music-system.

By the early 70s, he was engaged in drawing up Language Sheets, which were based on the Language Types but included different particulars that were specific to each instrument or family of instruments (e.g., breath sounds for reeds and brass, curved sounds for trombone, clusters for piano). Some of these devices can be heard on his debut Creative Music Orchestra recor​ding, Composition 25 (Ring Records, 1972), but the first time they were incorporated into a definite performan​ce methodology was in the 1974 workshop piece. Composition 42, which is subtitled 'Introduction to Cell Structure and Language Design'. By 1975 Braxton was conducting and shaping concerts of improvised music, using only the Language Sheets to "structure the space". How this wor​ked in an orchestra context is that each instrument or instrumental section would be given their own Language Sheets, which listed between ten and 20 kinds of sounds. Braxton, as conductor, would then cue in both soloists and different sounds from different sections of the orchestra to provide shifting background textures. There could be two, three, several or no soloists at any given point, and solos could also be cued as, for example, dominant, imitative, oppositional or supportive. These conducted improvi​sations almost certainly set the prece​dent for later experiments such as Butch Morris's [см.] "conductions" and John Zorn's [см. в 'Alternative'] "game pieces". (In 1988, Zorn told me that Braxton was "one of my heroes, you know. He started me on the path of playing the saxophone. The guy's a genius.")

The Language Improvisations from the 1978 Koln concert follow the pro​cedures outlined above. Marty Ehrlich says that, as far as he can remember, "The Language Sheets were texture effects, mostly idiomatic to the instru​ments. For example, the reeds had ten cues, I believe, which included trills, breath sounds, soft multiphonics, held chord, key clicks, etc. So Braxton would bring in different backgrounds, different textures, then point out someone to solo, or vice versa. He used the textures to challenge and to inspire the soloists."

The only point to add regarding the Language Improvisations here is that they are used as "transitional territo​ries" to link the compositions, though the word "transitional" should not mis​lead anyone into thinking they are either brief or insignificant. (A comparable use of transitional improvisations linking compositions, but in a small group con​text, can be heard on Braxton's hat ART CD 6044, Performance (Quartet) 1979.) 

I am very grateful to Marty Ehrlich and Ned Rothenberg, who have listened to the tapes of the concert and made tentative identifications of all the soloists, both in the Language Impro​visations and 'inside' the compositi​ons. They have also reconstructed the probable instrumentation of the orche​stra personnel, as follows: Rob Howard, Michael Mossman, Leo Smith (trumpets); Kenny Wheeler (flugelhorn, trumpet); George Lewis, James King Roosa (trombones); Ray Anderson (trombone, tuba); Dwight Andrews (flute, clarinet, bass clarinet, soprano and tenor saxophones); Marty Ehrlich (flute, clarinet, sopranino, alto and baritone saxophones); Vinny Golia (piccolo, bass clarinet, tenor and baritone saxo​phones); J.D. Parran (flute, clarinet, nagaswaram, tenor saxophone); Ned Rothenberg (flute, ocarina, bass clari​net, alto saxophone); Marilyn Crispell (piano); Bob Ostertag (Serge synthesi​zer); Birgit Taubhorn (accordion); Bobby Naughton (vibraphone); James Emery (electric guitar); John Lindberg, Brian Smith (bass); Thurman Barker (percus​sion, marimba); Anthony Braxton (con​ductor). Joseph Bowie (trombone) and Charles 'Bobo' Shaw (drums) also play​ed with the orchestra on some con​certs (I think, Paris and Brussels), but did not perform with them at Koln. 
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The orchestra launch into the Language Improvisations with a glee​ful clangour. I think some of the instru​ments are playing Accented Long Sounds (Language Type 2). The first soloist is George Lewis, followed quickly by James Emery, Bob Ostertag and Bobby Naughton, the latter chased by turbulent ensemble textures. A tenor soloist – probably Dwight Andrews (possibly Vinny Golia) – is joi​ned by Rob Howard, Ray Anderson (on tuba), then J.D. Parran, wailing on nagaswaram. Brief ensemble blasts clear the space for a striking Leo Smith trumpet solo, then another ensemble texture (featuring trills?) races in as trumpet gives way to bass clarinet cries (probably Golia, possibly Andrews) and Bob Ostertag on synthesizer, who brings the sequence to a close amidst futuristic burblings.

Composition 55 is the first of four pieces from this concert that initially appeared on Braxton's prize-winning Creative Orchestra Music 1976 LP (now reissued as a mid-price Novus CD). Braxton has written that his inten​tion with Composition 55 was "to cap​ture the wonder and magic of big band swinging music – because for me the power and excitement of that context has something very special and uni​que". He adds that the piece was "especially inspired from the works of Duke Ellington and Charles Mingus" and was "conceived as a joyful state​ment about creative music".

A detailed structural analysis of Composition 55 appears in Braxton's Composition Notes - Book C: (**) here I would like just to point to three of its four "basic idea strategies". The first is "the use of extreme intervallic distances as a basis for language construction": the "disjointed", bebop-like lines, especially as played by the reeds, are a prime example of this. The second "idea strategy" concerns the use of repetition, and, in particular, the diffe​rent ways it is employed here: for instance, with dynamics (where a phra​se is played louder each time it is re​peated); with sections (where a phrase is played by an additional instrument or instrumental section each time it is repeated); with solos (where a repea​ting phrase or pattern is played 'under' a solo). The third strategy to listen for is the use of different kinds of solo space, such as open solo, solo over chords, solo over ostinato pattern. The main soloists here are Mike Mossman, Marilyn Crispell and J.D. Parran (on tenor), all of whom kick up the dust.

Still, it is the big band dynamics that generate the track's most thrilling moments, their power and thrust sto​king, in Braxton's words, "explosive excitement that is positively intended".

Ray Anderson's trombone solo leaps from 55's closing chords and we're into the next passage of Language Improvisations. Guitar and piano slip into the frame, then the piano returns behind a sprightly John Lindberg bass solo. Tutti sections from reeds and brass preface mellow Kenny Wheeler flugelhorn, attended by accordion, before lugubrious ensemble swells boil up into a climax.

Composition 45 was composed in 1974 but did not appear on disc until the Eugene (1989) CD. Braxton notes that, "Too often we tend to wrongly perceive of march music as a negative projection that must necessarily be associated with militarism or disturban​ces – rather than as a positive spirit indicator that has the power to motiva​te involvement." Nevertheless, "march music dynamics" are only one facet of 45's "multiple quilt" structure, which "opens the door to a multifocused sound landscape that consists of many different images and attitudes", a regi​on of "post-Coleman/Ayler functionalism". To oversimplify drastisally, the opening vamp pattern establishes 45 as a "heavy sound space"; the use of long sounds helps to create "a flowing sound space that acts as a cushion for solo postulation" (piano, drums ); the staccato sounds played by the reed, brass and rhythm sections (now moving independently) bring about "an active sound space of repeating lights (that are shimmering as if in water)";

the a cappella alto solo (Ned Rothenberg) is followed by the reintroduction (and variation) of earlier phrase pat​terns, which then help to generate extended solos for bass clarinet (Dwight Andrews), vibes and raucous trombone (Ray Anderson).

We can now see that the "multiple quilt" noted above breaks down into "a series of interconnected sound regions that alternate between a fixed notated musical platform and language music sound territories", i.e., the same kind of cued textures – long sounds, stacca​to sounds – as in the Language Improvisations. The freedom and flexi​bility which these language territories allow are, says Braxton, "in keeping with the traditional continuum of Trans African functional dictates"; that is, the emphasis is on creativity in the moment rather than on sticking to a predetermined plan. The soloists here – and the rest of the band – seem to enjoy themselves hugely, as they seize the moment and (to use a current Braxton buzz-phrase ) "kick it around".
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The second set opens with Composition 59, a piece that "seeks to forward the material and principle impli​cations of post-Stockhausen/AACM structural dynamics". I assume the chief link between Stockhausen and the AACM in this context is their explo​ration of pointillism. Certainly pointillism plays a significant role in Composition 59. Its composite form is A B C B D, with D being a variant of, or "response to" A.(***) Section A, totally notated, is a "thin" and "peaceful" pointillistic soundscape, with inner figu​res that "dance" in the space of the music: short and sharply focused, it is "offered as a 'hush' that directs our attention". Section B introduces the first of the two featured soloists: here Marty Ehrlich ( on sopranino ) improvi​ses as the ensemble play a series of 48 time-cued "sound compartments", a "multiple sound continuum track" that, says Braxton, performs the same kind of role as bebop chord changes in that it provides the parameters for the improvising soloist. (Aficionados of Braxton's music may notice a resem​blance to his concept of "pulse track structures".) Much of the ensemble's notated material here is based on what Braxton calls "sound attacks" (from Language Type 7), short dabs of sound that, as the section proceeds, join to​gether to form "an active textural web of interconnecting sound attacks (points) and relationships".

Section C, a "static long sound" space, acts as a "bridge", breaking up the pulse and shifting the music from (to paraphrase Braxton) a complex envi​ronment of shapes and forms to a sea of static sound beams. It also marks the changeover between the two soloists, who "come together ... to lightly touch the surface of the music". Section B is then repeated, except that it is the second soloist – here Dwight Andrews (on soprano) – who now steps out to improvise through the ensemble's "sound attacks". (Braxton requests that the two soloists play similar instruments so that listeners are better able to focus on the "subtle differences" in their "creativity and presence".) Section D, like Section A, is a brief, totally notated ensemble epi​sode, the main difference being that in D the soundscape is even thinner than in A, thanks to its focus on "single and uncomplex sound moments".

Brian Smith's arco bass, set against a light sprinkling of ensemble textures, heralds the concert's third sequence of Language Improvisations, then turns into a tumble of pizzicato figures. A placatory trombone (George Lewis) takes the solo spot between bouts of ensemble boisterousness, then we segue into a passage of solo electric guitar over breath sounds (from the trumpets). The reeds come jabbering in before Bob Ostertag rounds off the transition with a rapid array of strange noises.

Composition 51, like 55, evokes the African-American creative orchestra tra​dition with a zestful affection. This piece, says Braxton, "relates to the toughness of the big band era (spirit) – as a forum to 'shout' about the strength of positive creativity and growth". Not only does 51 "tap into the essence bril​liance of post-Henderson/Ellington structural dynamics", it also pays homage to "the golden moments" of "the 'session' period of swing and bebop continuance – so that we can remember the 'excitement' that has always been associated with creative music". Like the other compositions on these CDs, 51 is a multiple section piece (with no harmonic or thematic overstructure): indeed, its composite form -- "A B C D (E1) (F1-F2-F3) (A2) (E2) G (G2) (A3)" – makes it the most "multiple" piece in the concert. So, again, I can do no more than point to a handful of its outstanding components: such as the brief call-and-response brass exchanges (in Section C), the brass syncopation (in Section D), the use of separate instrumental groupings to accelerate into a "highly 'involved' music state that contains 'swirls' of multiple sound events" (in Section E), the three back-to-back solos by Vinny Golia (tenor), Kenny Wheeler (trumpet) and Marty Ehrlich (baritone) in Section F and, of course, the most obvious of Braxton's traditional big band devices here, the "trading fours" (and eights) improvisations by the three soloists in Section G, where the ensemble's sup​port phrases attempt "to solidify a dense volcano-like music that is highly charged and exciting".

Abrupt, stop-start piano begins the last sequence of Language Impro​visations. James King Roosa's trombo​ne slides in, then flute, bells and vibes jostle past, prelude to a Kenny Wheeler trumpet solo that is backed initially by a sparse ensemble texture. This quickly changes into a flurry of staccato lines; a second trumpet (Mike Mossman) joins the fray, chased by drums and Vinny Golia's rampaging baritone. Vibes and marimba exchange greetings, then the ensemble explode into a roaring climax that abruptly breaks off.

Composition 58, for creative mar​ching orchestra, is a personal favourite of mine. We could almost be in turn-of-the-century New Orleans, as described by Jelly Roll Morton: "Those parades were really tremendous things. The drums would start off, the trumpets and trombones rolling into something like Stars and Stripes or The National Anthem and everybody would strut off down the street." Composition 58 is not only dedicated to John Philip Sousa, its traditional notated elements are, says Braxton, directly inspired by The Stars and Stripes Forever. 

Nevertheless, Braxton's approach to march music is characteristically re-structuralist. While 58 seeks to "re​connect to the activity done in Sedalia, Missouri and New Orleans", he notes too that he uses tradition here "as a point of definition to view structural evolution (and growth)". So 58 "takes one on a journey that starts from the familiar and moves into the abstract", a journey from what is already known to what is still to be learned. The "abstract" here is represented by three extended sections that allow for solo improvisati​on. The first, in which Leo Smith and Ned Rothenberg (alto) are the soloists, realigns the pulse, "creating a sea of off and on beat accents"; the second, where George Lewis solos, comprises "a kind of good ole Southern melody" (played by woodwinds) plus ensemble air sounds (gale by Bob Ostertag!); the third, during which J.D. Parran (or pos​sibly Dwight Andrews) solos on sopra​no, is based on a hail of brass sound attacks. Abridged on the Creative Orchestra Music 1976 recording, 58 unfolds here in total, unmitigated splendour.

Composition 58, writes Braxton, is offered "as a testament to the wonder of march music and march music dyna​mics". With the advent of postmodern​ist theory, however, it has become fashionable to talk of such refigurations of traditional form in terms of parody and pastiche. Braxton emphatically rejects these labels. "I've never been interested in parody. I've always approached the traditional musics with love and res​pect and excitement. I like marches. We learned in the AACM that it was important to go back and review the progressionalism of the music – and we learned that it was OK to use wha​tever you want to use, rather than just repeat everything." If parody implies a lack of respect for the past, then pasti​che (just repeating everything) suggests a loss of faith in the present. Both carry too many negative connotations to fit comfortably into Braxton's sound-world. Especially into such a riot of glo​rious colours as Composition 58, which is, declares Marty Ehrlich, "still about the best concert closer I've experienced".

In his notes to Composition 55 Braxton makes the point that, "How we integrate our past (and the past of humanity) into future decisions will determine the success of the future (or if there is to be a future)." The compo​sitions on these CDs are exemplary models of Braxton's personal approach to restructuralism: the tradition is res​pected and extended, the past informs the future but is not allowed to choke it. Yet structural dynamics notwithstan​ding, perhaps the most important facet of the tradition that is renewed and reaffirmed on these CDs is the vibrational power of creative music, its role as a "positive spirit indicator". At a time when much of African-American culture (and life) has been enveloped by what Cornel West has called "a kind of wal​king nihilism", Anthony Braxton reminds us of the profound spirit of optimism that runs through so much creative music, from Scott Joplin to Duke Ellington to John Coltrane to Muhal Richard Abrams.

I mention Joplin because, whene​ver I listen to Composition 58. I'm reminded of the wonderful upsurge of optimism with which Treemonisha clo​ses, when Joplin too looks to the futu​re in a music that raises the spirits in hope and celebration:

Marching onward, marching onward, 

Marching to that lovely tune.
The Koln concert shows us these positive vibrations marching through "the complete continuance of creative music", and on towards the next millenium. The "success of the future" is not a lost cause as long as there is music like this in the air.

----- Graham Lock, November 1994

(*) In his Composition Notes Braxton dates 71 to 1977. But I think the circumstances in which he describes writing it can apply only to this 1978 tour.
(**) Detailed analyses of all the compositions on these CDs can be found in Anthony Braxton's Composition Notes – Book C. His Composition Notes (Books A-E) and his philosophical Tri-axium Writings (Volumes 1-3) are available from Frog Peak Music, Box ASS, Hanover, New Hampshire 03755, USA.
(***) In his notes to the original LP release of 59, Braxton gives the composite form as A B C B A. But in the Composition Notes, written later, he changes this to A B C B D.

	Anthony  BRAXTON
	Anthony Braxton & Robert Schumann String Quartet:

8KN-(B-12)-R10
	1979
	51:15
	label: Sound Aspects (W.Germany), 1986. 

Rec. 1979.

8KN-(B-12)-R10 was completed in 1971 as the first piece in a three part series (two string quartets and a quintet) involving my own process of rela​tive fixed phrases (order aspect) and relation conceptualization (property aspect). The science of this work is constructed to redefine the challenge implications of creative music with respect to participation and infra struc​ture dynamics.

8KN-(B-12)-R10 consists of sixteen pages of multiple notation that can be prepared in any order or length for performance. The work is scored for the traditional string quartet and represents my first entry into this most dynamic context. I have tried in this work to provide a material foundation to simulate new criteria for contemporary string pedagogy.

8KN-(B-12)-R10 is designed so that its instrumentalist can have input about the actual language designations of its notated material. In this con​text each instrumentalist -- or collective ensemble -- can collaborate the language specifics of every visual symbol as a basis to 8KN-(B-12)-R10

define the composite code of  8KN-(B-12)-R10  terms and its conceptual treatment.

What this means it that 8KN-(B-12)-R10 is designed to sound different every performance while still maintaining one essential character. I believe the challange of creativity in the next cycle involves every sector of the creative community -- from composer to instrumentalist.

8KN-(B-12)-R10 is designed to encourage greater input from its perfor​ming musician so that more than one level of intent and insight can be transmited during its execution. The reality of this new involvement is in accordance with my belief in transformational creativity and transforma​tional participation. At the heart of this approach is only the desire to soli​dify real involvement and natural participation.

8KN-(B-12)-R10 is dedicated to my brother Gregory Fouche.

By the terms 'relative fixed phrase' and 'relative conceptualization', I am refering to the construction specifics of 8KN-(B-12)-R10's design. All of the material in the work is openly sequenced so that each instrumenta​list has the flexibility to approach the music with respect to its moment dic​tates.

In this the context material of 8KN-(B-12)-R10 is constructed from phrase grouping constructions that can be executed in any order as desired -- and for as many times as desired. It is this material that is relative -- because a given phrase group is constructed to utilize both fixed and open interpretations. In this context a phrase group contains traditional-like notation -- that must be executed as written -- as well as visual notation that must first be calibred (and even after calibration still contains variables that are open 'for the moment'). 

The procedure dynamics of 8KN-(B-12)-R10 involve the use of this material in an extended but controlled context. In a given performance the rate of this material -- phrase groups -- is organized with respect to a system of regulatory cues -- from the first violinist -- that determines the flow of com​posite musical events without detailing what decisions each instrumenta​list will make (that is, without limiting what phrase groups can be utilized in any given sequence). The net effect of this procedure moves to solidify a music with fixed components than can be openly utilized in the infra-struc​ture reality of the moment. With this system of organization each instru​mentalist can execute his or her designated material in accordance with the challenge dynamics of the composite music -- choosing that material which best satisfies the creative moment.

Procedure dynamics of 8KN-(B-12)-R10 involves the rate of sequencing that determines how many phrase groups will be executed in a given cue point as well as the time component variables that will govern its comple​tion. In this context the rate of material is regulated by a time scale that governs both the terms (number) and duration of.

8KN-(B-12)-R10 sequence flow. It is this factor that sets the criteria for each parameter of phrase group inter-coordination (between the composite ensemble). 

For instance each given section in 8KN-(B-12)-R10 has an overstructure time coordinate that determines the use and duration of its material -- and that overstructure establishes both how many phrase groups each instru​mentalist can utilize and the time parameter of its visual length. 

A performance of 8KN-(B-12)-R10 thus involves the activation of its given material -- its phrase group material -- in accordance with the terms of its overstructure dictates, after which each instrumentalist is reactivated by the first chair -- in what constitutes a cue point.

8KN-(B-12)-R10 has been designed to provide a challenging context for expanded participation. Each instrumentalist in the work can contribute to the actual moment construction of its creative material as well as its infra structure materials.

A performance of  8KN-(B-12)-R10 is an affirmation of material specifics as well as ensemble input. 

The use of language calibration in 8KN-(B-12)-R10 extends the work I have been doing since 1967 to open the procedure dynamics of creative music.

Just as compositions 8b and 14 can be reorganized to fit the needs and demands of its musicians -- as a means to have the flexibility to investigate every aspect of the music, or the ensemble's interest; 8KN-(B-12)-R10 was desi​gned to solidify a basis for integrating the enormous changes that have emerged in contemporary string pedagogy. 

All of the materials in 8KN-(B-12)-R10 are designed so that the creative instrumentalist can have maximum application possibility. In this context the instrumentalist can introduce extended string techniques that give insight into the 'state of the art' of contemporary string pedagogy as well as isolating those focuses that have more interest to a given individual or ensemble's real direction or needs.

8KN-(B-12)-R10 is designed to take all of these considerations into account as that net effect of a given performance trancends any one crite​ria.

This is a work open to dynamic interpretational possibilities -- on every level. 

---- Anthony Braxton: Notes from 'Composition notes book -Vol. 1'

	Anthony  BRAXTON
	Composition 98
	1981 
	48:40
	label: Hat ART

Anthony Braxton [a s, t s, s s, sopranino sax, C melody sax], Marilyn Crispell [p], Ray Anderson [trb, alto trb, slide tp], Hugh Ragin [tp, fl h, piccolo tp].

"TRANS-MUSIC"

1. Where Is Dee Jazz? 

IN HIS notes to the original issue of this recording Anthony Braxton reports that when touring Europe with Com​position 98 in 1981, "there seemed to be a definite pattern related to the audiences' reception of this work – a pattern that held together throughout the tour". Intrigued, he drew up a chart of "reception dynamics" to the piece:
1 Where is dee jazz?
2 Boredom

3 Humour
4 Anger
5 What is it?
"It is my hope," he adds, "that the fifth degree of this response will find the listener open to our music, for after all of the liner notes are read and all of the so-called theories and explanations understood or not understood, the real intention behind this effort is only the desire to present creative music, some​thing challenging to play – so that we can learn and grow as musicians – and something challenging to experience, for the listener."

The question "Where is dee jazz" has tagged Braxton for many years and is one of the reasons he prefers to des​cribe his work as "creative music", a term which he feels allows him a little more room for manoeuvre. "If I'm call​ed a jazz musician, that means if I write an opera, then of course it's a jazz opera. If I go have a hamburger, it's a jazz hamburger." At the same time, Braxton has taken care to emphasize that his work is in no way a rejection of the jazz tradition (it's the definitions with which the critics surround it he finds constricting, not the music itself): he has underlined this point by record​ing several LPs of standard jazz reper​toire, the first two – In The Tradition, volumes one and two – as early as 1974, long before such homages became fashionable. It's no surprise then that in describing Composition 98 as "a bridge" between notated and improvised disciplines, he should not only mention Bach and Stockhausen as inspirations but also cite Ellington and Mingus as examples of "jazz" artists who sought to explore various degrees
of interplay between the composed and improvised modes. (He could also have listed such contemporary figures as Muhal Richard Abrams, Ornette Coleman, Anthony Davis and Henry Threadgill: suffice it to say that Braxton's interest in notated music is hardly as iconoclastic -- for a "jazz" artist – as it has often been painted.)
That said, Braxton's notes do make it clear that Composition 98 was part of a new phase in his work: "Since 1978 I have gradually felt more of a need to structure the whole of a given performance of my music from beginning to end – as opposed to only creating a platform tor extended improvisation – or a theme to improvise on." Braxton again stresses that he is not repudiating jazz ("I have not meant to advance any one direction as the only direction for me – either in this period or in the future"), but makes a passionate plea that the creative artist be left free "to pursue the spectrum of creativity with respect to what is true and honest to that individual", later arguing that "the seriousness of creative music and world change demands that the spectrum of creativity remains open for those indi​viduals whose insight or attraction compels them to investigate 'other' focusses". Composition 98's own rela​tionship to world change is suggested in Braxton's remark that "The reality of this work corresponds with my belief
in a 'trans-music' or unification disci​pline – a discipline that brings together many different areas and devices, musics that bring people together."
This impulse towards synthesis and global harmony is not unique to Com​position 98 but has provided a philo​sophical (and methodological) basis for practically all of Braxton's music – notated and improvised, composition and jazz – from the very beginning. So while Composition 98 does demonstrate a new departure in terms of certain structural parameters, its metaphysical function as "a bridge" (not only between notation and improvisation but, as we shall see below, between sound and vision too) marks it as typically, and quintissentially, Braxtonian in concept.

2. What Is It?

COMPOSITION 98 was written in Woodstock, New York, in 1981 and is dedicated to trumpeter Leo Smith and his family. It is the third in a series of works which Braxton has called "ex​tended structural compositions"; that is, works which are "plotted from be​ginning to end", in which notation is the dominant mode of expression, but which nevertheless include "different contexts for improvisation". (Braxton cites Compositions 75, 94 and 107 as other works in the series: of these, only 107 has been recorded, on hat Art CD 6019.) What this means is that "the par​ticulars of this work have been designed to focus on the collective weight of the total music as opposed to the separate brilliance of a given individual extens​ion (or solo)", and, consequently, "to allow for different types of interplay to happen in the music".

Listening to 98 it is virtually impossible to differentiate between what is written and what is improvised: as Braxton explains, "in a given section of the music one instrumentalist will be improvising next to three sections of notated music and later that same im​provisation will transform itself into two written (or closed) parts against two open parts – or later, three against one, one against three, etc". (I should add that many of the improvisations are extremely brief, lasting only for two to five seconds.)

Both the composed and improvised parts of Composition 98 are derived from the four categories of "foundation material" which Braxton employs in the piece. These are: "(1) conventional notation (written especially for this work) to be executed in the traditional manner, (2) visual material – which governs the length and character of a given improvisation (and how it is to be utilized), (3) adapted material – from Composition 82 (for four orchestras)..." (which Braxton has described as pro​viding "the skeleton" of the piece)… "and finally (4) unconventional nota​tions – as a tool to activate different types of extended approaches".

The primary component of (2) is the "tracing shape" – amoeba-like figures on which the players improvise by trac​ing the outline of the shape (these are sometimes modified by including a "key pitch", which provides a basis for the improvisation). Examples of (4) include the "collage mobiles", which are a form of graphic notation, and the various symbols Braxton uses to indi​cate particular events or areas of focus – eg, a house- or inverted house-shape to signify multiphonics. 

Braxton emphasizes that the rela​tionship between visual shapes and their musical realisation provides the "germ procedure" of Composition 98: "Improvisation in this composition is based on the transposition of given visual shapes – in the actual notation – into creative musical phrases." Such uses of symbolic notation are not new, of course, and Braxton has certainly studied graphic scores by composers such as Stockhausen and Berio. How​ever, his interest in visual/musical correspondences has a more personal root: like Scriabin, he appears to have chromesthetic perception; that is, he literally 'sees' his music as colours and shapes -- "like a three-dimensional painting", as he once put it. And not only his own music: he has reported that, as a youngster studying different saxophonists, he would translate their styles of phrasing into linear shapes, drawing up distinctive diagrammatic 'signatures' for each player.

Braxton s own use of various graphic notation systems dates back to early pieces such as Compositions 10 (for solo piano) and 18 (for string quartet), and has continued throughout his career, with Composition 76 (for trio), which uses both symbol and colour notations, perhaps being the precursor most closely allied to 98. Similarly, the tracing shapes, which made their first appearance in 98, were quickly em​ployed again, in Compositions 100 (for 15 instrumentalists) and 101 (for one multi-instrumentalist and pianist). (A version of the latter was also included on the recent hat Art CD 6019.)

On a more philosophical level, the kind of relationship between image and music explored by Composition 98 points not only to Braxton's ideal of promoting synthesis between disciplines (and peoples) but, ultimately, to his belief in an ancient (and future) "world culture" in which networks of such correspondences provided a spiritual nexus that unified the whole of society. "The fact is, in world culture terms, there is a music for every visual reality – or at least the particulars of a given visual reality have a complementary music that serves to affirm the same vibrational postulates." (These connec​tions are investigated further in Braxton's series of "ritual & ceremonial" works, such as Compositions 95, 96, 102, 103 and the Trillium operas.)

To return to Composition 98, in ad​dition to the visual notations its seven-part structure is also linked to seven visual shapes designed, says Braxton, in conjunction with "seven different ensemble textural situations", each of which changes both the type of group interaction and the emotional dyna​mics of the music. Diagrams of these shapes were inadvertently omitted from the Composition Notes and are currently inaccessible (crated-up, awaiting Braxton's relocation to the East Coast), so I'm afraid detailed descrip​tion of them will have to be postponed until Composition 98's next reissue. However, a schematic chart showing the main pulse designations and some of the structural focuses of the seven sections of 98 was included in the notes and may provide a few clues as to the "ensemble textural situations":

1) opening/slow pulse

2) medium pulse

3) medium pulse, multiphonics, fast pulse

4) slow pulse/linkage

5) medium pulse, linkage, fast pulse, multiphonics

6) fast pulse/collage, multiphonics 

7) collage/grace note

(The term "grace note" refers here, says Braxton, to "very quick sounds" – in contrast to, for example, the "long sounds" of the opening section.)

One final factor to note is that per​formance of Composition 98 requires a degree of preparation by the musicians: they must decide in advance which in​struments they will play in given sec​tions of the piece. This is necessary because Braxton specifies in the score that "each musician (with the exception of the pianist) should play at least three different instruments on this work (the pianist is also free to utilize other key​board instruments – even though on this recording we did not use this op​tion)": the point being that "Composi​tion 98 should sound different each time it is played".

There's little else I can add, except to reiterate Braxton's original note of thanks to Ray Anderson, Marilyn Crispell and Hugh Ragin "for the life they have breathed into this project", and to say that, for myself, this is a music that engages, surprises and delights from the lovely, muted'held-notes of the opening to the bustling entanglements of the finale. If the initial challenge to the listener is to go beyond (In first degree of "reception dynamics", perhaps the final challenge is to go past even the fifth degree: because ultimately, what matters is that, however you label it, Composition 98 moves with a grace and a daring that take it to the highest levels of musical excellence.

----- Graham Lock, June 1990

Graham Lock's book Forces in Motion: Anthony Braxton and the Meta-reality of Creative Music is published in the UK by Quartet Books and in the USA by Da Capo Press. Anthony Braxton's three-volume, philosophical Tri-axium Writings and the five volumes of his Composition Notes are available from Frog Peak Music, P.O. Box 9911, Oak​land, CA 94613, USA. His notes to Composition 98 are in Book E.

	Anthony  BRAXTON
	Four Compositions [Quartet] 1983
	1983 
	41:25
	label: Black Saint

Anthony Braxton [a&s s, cl], George Lewis [tb], John Lindberg [ b], Gerry Hemingway [perc].

The opportunity to record and document this music came about in the Spring of 1983 in between scheduled performances in Sicily and France. I am especially grateful that this particular ensemble has been documented on record because many of the creative solutions that formed the vibrational backdrop of our collected efforts have been refreshing and in the spirit of what I am looking for. There were no moments in the music during the entire two week period of our European tour that lacked musical in​vention and challenge on some level. In this kind of context - and with these kinds of musicians - growth is possible.

Too often in the haste to 'develope' there is a tendency to not acknowlege what has been learned - and what has been found to be positive. This is especially true in my case, because the nature of my life's path has seen much effort centered on the chal​lenge of restructuralism - as a basis for focus dynamics and recalibration, and as a po​tentially relevant factor in the expandig science of creative music. But in the immediacy of the moment it is sometimes important to view the nature of one's involvement - with the music and with one's self. Because the real challenge of creativity is not separate from what lessons we must deal with (learn) in our own individual (and collective) sense (spiritual and material): that is, the wonder of creativity is not separate from the cosmic and concrete laws that govern what this experience really is. It is for this reason that I intend to cyclically return to the quartet context and continue my efforts to provide an alternative body of musics for this music-type. (Presented here as an offering towards 'positive' things and concern). There is no mystery about this intention - forin the final analysis music is like life (of life); and there are times for reflection and consistency as well as change and exploration. At best my involvement in this context amounts to about six to ten concerts a year in what I call my traditional quartet music context (ie: language music - co-ordinate music). For this reason I take a special pleasure in this particular quartet effort because none of the musicians had ever played together as a unit before - in fact this is my first opportunity ever to play with Gerry Hemingway in the quartet context - to really play.

The basic materials that comprise the selections on this record have come from my touring quartet performance book (which consists of three separate books of notated materials designed to establish the 'terms' and/or focus of a given treatment). All of the material on this record was concieved to be utilized by various instrumental groupings - from the traditional quartet context - as is the case with this recording - to the or​chestral and/or solo context. I have selected the compositions on this record based on what I percieved would be a good selection of materials - to hopefully make a diversi​fied and creative record. Whoever you are - enjoy our music.

-- Anthony Braxton

	Anthony  BRAXTON
	Six Compositions [Quartet] 1984
	1985 
	36:17
	label: Black Saint

Anthony Braxton [a s, s s, C melody sax, cl, fl], Marilyn Crispell [p], John Lindberg [b], Gerry Hemingway [perc].

Pulse Track Structures:

Pulse track horizontal structural systems have increasingly become 'a way of life' for my quartet music – and this has been a gradual attraction – starting with composition 23G (which empnasized sound point attacks or quarter note based rhythmic stresses – in the sound space of the music – as a basis for extended solo improvisation). The concept of pulse tracks in this context refers to the use of extended structural devices (moments) that are approached as fixed metric sound events in the same sense as in vertical harmony (i.e. be-bop) – but directed instead at the 'forward space' of the music – that being structural events which are positioned into the space of the music – to be repeated as a continuum that supports (and defines) the nature of the unfolding invention (music). The reality of this context seeks to establish a unified open and controlled sound space (environment) that hopefully allows for fresh experiences to happen (and there's nothing complex about that intention).

Four of the compositions on this record are designed with respect to the challenge (and excitement) of pulse track structural dynamics and it is my hope to extend this way of music ma​king into the future (as one more approach that can be used or discarded – depending on whate​ver is possible or not possible – for whatever). For this project I have included 4 different catego​ries of pulse track structures so that the listener might hopefully gain some sense of the diversity of this operating criterion.

Composition No. 114 (+ 108A) is a synchronous complex that establishes three independent sound (thought) continuums as a basis for extended improvisation (solo and collective). This is a C Major axis sound forum that seeks to provide a 'jumping off' or 'centering' point for extended improvisation.

Composition No. 115 is an accordion sound space context that stretches and contracts the sound space – as a basis for extended improvisation. Pulse track structuring in this context in​volves an elastic rhythm section against an independent track system for piano (to be used un​der the saxophone solo during "comping").

Composition No. 110A (+ 108B) seeks to emphasize curve sound dynamics (positioned in this context for the bass and percussion) as a basis for extended improvisation. There are no so​los in this version but rather a mosaic of changing impressions (and feelings).

Composition No. 116 is a multiple sound space structure that establishes an inter-complex of fixed and open moments. Pulse track structuring in this effort involves independent structu​res for both the piano and reeds – as well as synchronised bass and percussion track.

I have also included 2 impressionistic ballade structures on this record (both of which were written for my wife, Nickie).

To really experience this music in the way I have intended, the listener should always think in terms of three independent continuums – that are fitted together in the same sound space ("find the three inter-action 'natures' and the 'key' of the context can be penetrated"). There are, of course, extended notes on these works and hopefully this information will one day be made available.

All six works are examined in Composition Notes Book E -- but at this point in time I have no idea of a release date.

Finally, I would like to thank Marilyn Crispell, John Lindberg and Gerry Hemingway for their contributions on this record. After all is plotted and theorized it is still the musicians who must in the final analysis 'make the music live'. I could not have been more fortunate in this regard. This record then documents (and gives a cross section of) my quartet music in the middle 1984 time cycle.

-- Anthony Braxton New Haven, Ct. December 27, 1984

	Anthony  BRAXTON
	Five Compositions [Quartet] 1986
	1986 
	43:17
	label: Black Saint

A.Braxton [a&t&sopranino&C melody sax, cl, fl], David Rosenboom [p], Mark Dresser [b], Gerry Hemingway [d].

The conceptual and vibrational reality of my quartet music in the 1980's has evolved into a multi-dynamic platform for extended participation that is quite separate (and different) from earlier quartet models (say, from the 1960's and 1970's time cycle) - and this change is not separate from the new strategies that have clarified my composite music system. Those strategies (in this context) involve the implementation of cross and divergent structural operatives that can be utilized in whole or in part throughout the total system (or time/space) of my music. What this means is that any given ins​trumental part from any of the 230 structures of my expanding music system (or group of musics) can now be separated from its original identity imprint territory and integrated into the greater or summation system of my music (as an entity with its own logic and focus) - in any mixture or set. Structural material used in this manner becomes a reservoir of available logics (and focuses) that can be employed to suit the needs of the creative instrumentalist or thinker.

This new flexibility is part of what I now call universe structures or formings, that is, the compos​ite solidification of my notated musics are conceived as one aesthetic statement - to be executed as one time/space event - as one offering (in other words, all of the music should be played together - at the same time/moment) - as one sonic universe entity of different lengths and focuses. The integra​tion of this directive into my quartet music material bank began in 1984 and already profound changes have surfaced in the music. It will now be possible to activate orchestral or specified cham​ber ensemble 'aligned materials' - which normally are performed once or twice in a life time (be​cause of budget or personal problems) into the quartet or whatever instrumental context is desired (or possible), as such, a given performance of the quartet in this time period contains a universe of in​terconnected structures and operating premises. This is necessary because the dynamic implica​tions of my work were never intended to serve only one function. My interest in the world of thoughts can be broken into three areas of approach that being:

1) The development of a music - sound logic - system that details an evolutionary understand​ing of structure and vocabulary (or science and vibrational dynamics);

2) The development of a system of thinking that allows for individual to group consciousness (not separate from social and political dynamics);

3) The development of a ritual and ceremonial platform that clarifies my own vibrational and spir​itual beliefs (and my attraction to universal fundamentals).

The operational reality of the quartet in this time period establishes a unique blend of conceptual and structural devices - including the use of: 1) extended improvisation (as formed through the con​tinuum of trans-african vibrational dynamics); 2) extended interpretation (as solidified through trans-european vibrational dynamics); 3) collective improvisation; 4) dynamic structural integration (from the mixture and use of unique conceptual and scientific premises); 5) solo music, notated (complete​ly or in part) and/or with improvisation; 6) incoded imprint logics (as solidified through the continuum of trans-asian vibrational dynamics). What this means is that the "working floor" of the music can now be approached from an expanded perspective that allows for fresh strategies and decisions, the musicians are no longer confined to anyone operational criterion or attitude, this is a unified sound space (context) that seeks to provide (and promote) the broadest possible challenge for dynamic creativity (and participation)... OK, OK, it does'nt swing! (Smile). 

I would like to thank David Rosenboom. Mark Dresser, and Gerry Hemingway for their contributions on this record. Systems and theories mean nothing without musicians who understand - and these people are clearly committed to the struggle for music evolution. This is documented for all to see.

There are extended notes on the compositions performed on this record and there are also extended writings on the perspective that the music seeks to affirm. Notes for compositions number 30 and 31 ca be found in Composition Notes: Book A, and the remaining works are explored in depth in Compo​sition Notes: Book E. The philosophical reality that supports this body of musics can be examined in "Underlying Philosophical Basis - Level Two" - in Tri-axium Writings: Book One, and the evolutionary potential of that same information is examined in another article entitled 'Transformation – Level One - in Tri-axium Writings: Book Three (yes... axium with a "u"). All of this material is now available from Synthesis Music (at this point in time we have advanced to ten copies of each book... and in the years to come we might well press - who knows - maybe twenty copies of each book). Capitalism is alive and well. Thank you.

 -- Anthony Braxton, Mills College 8/16/87
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Anthony Braxton [as],  Mal Waldron [p], Buell Neidlinger [b], Bill Osborne [d].

In the six years since the death of Thelonious Monk, more than a few tributes to his genius have been recorded, by artists of great or lesser stature – either all-Monk pro​grams (by the particularly adventurous), or individual pieces (by those who wish to temper their enthusiasm with reason – Monk's compositions are a bitch to play). It is gratifying to see how Monk-The-Composer is becoming solidified in the historical continuum, as musicians of varying artistic temper​ament discover that they can channel their individual ta​lents through Monk's own unique, once-thought impene​trable, musical vision. And yet this attention in no way less​ens the unique attributes of the album at hand.

Buster Williams, bassist for the group Sphere, acutely measured the difficulties facing those bold enough to tackle the Monk repertoire: "Monk's rhythmic and harmonic con​cepts are unique. Playing his music is always a study be​cause it makes you play a little differently, and the way his tunes are structured opens you up to new ideas about ways to approach different things. Many times the tune itself is an arrangement; the tunes dictate an approach, rather than the other way around. Of course, his concept is not yours, so it creates a challenge for you. And it's also a chal​lenge for you to put your own personality into music so strongly individual while still remaining totally faithful to the composer's intentions."

Thus one can't interpret Monk's music as you might, say, a Brahms intermezzo or a Gershwin song—you have to con​front it totally, consider it carefully, alter it and, more impor​tantly, allow it to alter you. For Monk's true, lingering genius resides not only in the rhythmic/harmomic puzzles or deftly pointed themes he created, but in the attitude they en-gendre, in the electrically—charged emotional and intellec​tual response they demand from performer and listener alike.

The quartet on this recording of Monk compositions (and be assured they are not merely "tunes" or "songs" but compositions with the full weight and resonance of the word intact) may at first seem like a curious amalgam of attitudes and contrasting musical styles, but it is precisely these di​verse natures which provide the creative friction necessary to energize these striking performances. At the same time, there are similarities under the surface which cause a com​mon bonding between the component parts.

The scope and breadth on Anthony Braxton's own com​positional work, and the fervency with which it has been created, might distract one's view from his performances "in the tradition", and in fact his previous pair of encounters with Monk's music on Seven Standards 1985, Volume Two (Magenta Records)—an alert reading of Trinkle Tinkle and a suitably moody Ruby My Dear—barely prepare us for the level of commitment and identification with which he at​tacks these six pieces herein. The sheer technical brilliance of Braxton's alto playing here is staggering, but the particu​lar compositions chosen—arguably four of the most difficult and, as a result, least known of Monk's creations among them—reveal meaningful affinities between Monk's struc​tures and Braxton's own studies of musical movement and shape.

In contrast to the first-time nature of Braxton's involve​ment, pianist Mal Waldron has long been considered one of the foremost exponents of Monk's music and methods, and his articulate, intuitive playing here shows why. His hard, nearly brittle, percussive sonority, angular melodic bent, and acutely lean harmonic underpinnings are reminiscent of Monk's pianism, while never resorting to mimickry. Fur​ther, he shares with Braxton (to vastly distinctive—sounding ends) a rigorous concern for organization; his incessant re​petitive rhythmic/intervallic kneading prods his chosen mo​tifs until they stretch and splinter or expand into another re​lated phrase (as opposed to, in this case, the saxophonist's expansive, arpeggiated exploration of "areas". (A curious historic parallel to these proceedings, by the way, is Steve Lacy's 1958 album Reflections, currently available on Fantasy/OJC, which features two of the same participants—Wald​ron and bassist Buell Neidlinger—and four of the six tunes. A comparison of the musical similarities and differences is en​lightening).

Given the extreme approaches of Braxton and Waldron to this material, a sturdy rhythm section is essential to main​tain the foundational pulse—the heartbeat—which enlivens all of Monk's music. Buell Neidlinger, too, has a longterm commitment to the maestro's music. In addition to sideman sessions such as the one mentioned above, he has seen fit to expose Monk's music to settings as extreme as quasi-bluegrass (on SwinGrass '83, Antilles Records) and as natu​ral as his current repertory quartet, Thelonious (on his own K2B2 Records)—a valuable attitude indeed, as Monk's music would evaporate if left solely to the purists. The bassist ful​fills his supportive role with aplomb and accuracy here—no slight feat—in sympathetic union with drummer Bill Osborne, an experienced cohort in the group Thelonious.

If, as Buster Williams' quote previously alluded, all of Monk's music is a challenge, this foursome has gone to great pains to confront pieces which severely test every fa​cet of a musician's mettle. Brilliant Corners, for example, is a multi-tempoed torment; so much so that the Monk/Rollins/ Roach version which everyone knows is actually (according to session producer Orrin Keepnews) a spliced composite of various takes, a musically successful complete perfor​mance beyond the capabilities of even such distinguished talents on that particular evening. This performance—like all of those on this album-may not be note-perfect, but that would lead to a clinical sterility; these are flesh-and-blood renditions, sung with an air of compulsion and need. Braxton's playing is alternately airy and earth-bound and eve​rywhere exhilarating; fortunately Waldron allows us to catch our breath before he progresses into unexplored territory. (Note, too, here and throughout, Waldron's exquisite prompt comping— minimal, tart chords (and much laying out) a la Monk, echoing pertinent intervals and pregnant harmonies without forcing the soloist to follow his dictates... as when Braxton gets gruff and bluesy on this cut, Wald​ron's right there to supply the appropriate chordal cushion, then back away before locking Braxton into a straitjacket "groove".)

Reflections, conversely, is one of Monk's most per​formed pieces, a ballad deceptively simple in design and melodic contour, but rife with hidden subtleties. Waldron, like Monk, fashions melodic variations rather than running over chords, and Braxton ornaments the theme with his own personal character. Compare this approach with the knotty contour of the seldom heard Played Twice, which lends it​self nicely to the twists and turns of Braxton's phrasing. Themes like this are so hard to negotiate that most musi​cians would be satisfied to conquer the head; Braxton, Waldron, Neidlinger, and Osborne do considerably more.

Braxton is hard-charging and agitated on Four In One, inserting audacious flurries of notes which jolt the already frantic line and ultimately give the illusion of acceleration, kicking the music into overdrive. Waldron, in contrast, is steady, unflappable in his insistent ordering and reordering of thematic details. Ask me Now is pungent, and only a brief respite before the breathtaking sprint through Skippy, which by its misleading title one might assume is a light, slight sing-songy kid's tune, but in actuality is a treacherous labyrinth of cascading melodic spirals, dead-end harmonic modulations, and landmine rhythmic accents. Here Andre Hodeir's phrase, "urgent beauty," was never more appropri​ate.

In thinking of all four participants—but especially Antho​ny Braxton, is his saxophonistics here and primarily his compositions elsewhere—I'm reminded of what the es​teemed pianist Bill Evans wrote of Monk: "Make no mistake. This man knows exactly what he is doing in a theoretical way—organized, more than likely, in a personal terminology, but strongly organized, nevertheless. We can be further grateful to him for combining aptitude, insight, drive, com​passion, fantasy, and whatever else makes the "total" artist, and we should also be grateful for such direct speech in an age of insurmountable conformist pressures."

Amen.

— Art Lange, January 1988
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Anthony Braxton with: Ray Anderson [trb, alto trb, little instruments], John Lindberg [b], Thurman Barker [perc].

A FEELING OF ONE (Notes On Anthony Braxton's Quartet Music)

PERFORMANCE 1979 is one of three Anthony Braxton quartet concerts to have been released on re​cord in unabridged form. That all three are currently available is a particularly happy coincidence, because the regular spacing of the concerts -- the others are the 1974 Moers Festival set recently reissued on Ring Records and the 1985 London concert released last year by Leo Records -- allows us to trace the de​velopment of Braxton's quartet music over an extended, 12-year period.

Braxton himself describes this music as 'a continual evolution'; broadly speaking, as a movement from 'thema​tic improvisations' linked by open spaces; to more 'schematic performan​ces' which involve 'targetting objectives in the internal logic of the music, in​cluding designated solos' and the use of more controlled spaces to link com​positions; to a music of 'multiple states and logics' in whose complex and often collaged procedures the usual distinctions between composed and improvis​ed sections simply fall away. Still speak​ing broadly, the Ring LPs document the first of these phases, Performance 1979 the second and Leo's Quartet (London) 1985 the third.
It's true that studio recordings reveal something of this evolution too, and they certainly demonstrate the prolife​rating structural variety of Braxton's compositions. But the great advantage of having complete live concerts on re​cord is that we can hear also those in​triguing spaces between the composi​tions: the improvisations which take the group from point A to point B are also the areas in which some of Brax​ton's most radical notions have first been voiced. As we shall see, Perfor​mance 1979 is of particular interest in this regard.
In the 1980s Anthony Braxton has introduced two major innovations into his quartet music -- 'pulse track structures' and 'collage form structu​res'; both are prefigured to a degree on Performance 1979, making it a useful entry point into the more recent phases of his musical evolution. To take the latter innovation first, Braxton began to experiment with 'collage improvisations' in the mid-1970s (as an extension of the 'opposition improvisations' he and Leo Smith had pioneered in the early days of the AACM).
'I was talking about -- think in terms of a practice room, like going into a music college and walking through all the practice rooms; everybody's play​ing something different in each room. That's what I wanted the eroup to think of while we were playing the music: you play what you want and I'll play what I want, you leave me alone and I'll leave you alone... I just wanted the musi​cians to think in terms of indepen​dence ... Basically, what I wanted to do in that period was establish a much broader mind-set about the space of the music and establish a thought-cri​terion that would help each individual in the band to develop their own sense of logic, as far as being able to under​stand how the music can vibrate in the space.'
The brief collage improvisation that links Compositions 69C and 69E on Performance 1979 is, I think, the first recorded example of this 'mind-set'. However, as Braxton explains in his original notes to this refease, all of the linkage sections here require the musi​cians to think and act independently.
'What this means in actual terms is that the linkage sections of this perfor​mance can be viewed as a "collage" music situation where each individual functions both as a composite and as a separate member of the quartet. This is not to say that the "collage" sections are approached so as to be so-called "unmusical" or "nihilistic"... rather, the concept of the "collage formation" allows for the multi-construction of an expanded "operation base" in the music (and in doing so this expansion heightens the challenge of the music both for the musicians -- who are chal​lenged to contribute in a dynamic sense, that being "participation" that does not rely on other factors [or in this case musicians] but instead can "exist on its own" as a creative statement -- and also the listener who is encourag​ed to experience another dimension in hearing [that being a universe of sound that can be focused on from many dif​ferent perspectives]).'
Braxton went on to develop collage forms in a compositional context with his 'multiple line' orchestra work Com​position 96 (also on Leo Records) be​fore reintroducing the idea into nis quartet music via 'collage form struct​ures', whereby the members of the quartet would each play, simultaneously, from completely independent compo​sitions (some predetermined, some chosen 'in the moment'). The Quartet (London) 1985 concert includes one example of a 'collage form structure' plus several instances of similar collage procedures, including the use of 'pulse track structures'.
Braxton's other major 1980s innova​tion, 'pulse track structures' (which first appeared on record with Composi​tion 105A on the Black Saint Four Com​positions (Quartet) 1983 LP) have be​come a vital component of his collaging processes, even though he originally de​veloped them in a completely different context. An 'attempt to integrate hori​zontal structural formings into the forward space of the music' (as an alter​native to the vertical harmonies of bebop), pulse tracks comprise repeat​ing sequences of notated music inter​spersed with brief, five- to ten-second spaces for improvisation. Though gen​erally played by the bassist and drum​mer (while the other musicians either improvise or play other notated materi​al), the musicians will sometimes swap roles and in later quartet works like Compositions 115 and 116 Braxton has started to layer different pulse tracks for different instruments.

While Performance 1979 predates the advent of pulse tracks as such, it does include an interpretation of Com​position 23G, the piece to which Brax​ton attributes the original inspiration for pulse tracks. In 23G the bass and drums come together at particular no​tated points which Braxton then called 'sound attacks', and between which the bassist and drummer are asked to im​provise in short bursts -- or, as Braxton put it, 'to play in the spaces of the music'.

'23G would establish sound point attacks as a criterion that defines the space of the music, and refocuses the beat. What this would mean wasn't so apparent in the theoretical forming of the idea, but playing 23G when the quartet toured I became aware that eve​ry time I called 23G something was hap​pening which could be really extended.'

To listen to Composition 23G here and then to listen to, say, Compositions 105A, 115 and 116 from the 1985 concert is to trace the routes of these extensions -- and one strand of Braxton's musical imagination -- in all their protean brilliance.

The remaining compositions on Performance 1979 also offer striking evidence of the incredible range and diversity of Braxton's music. The con​cert begins with Composition 69C, described by Braxton as 'a medium-fast pulse vehicle for extended solo impro​visation in the traditional soloist-rhythm section creative music context'. Braxton solos first on soprano, followed by trombonist Ray Anderson, while the rhythm section of John Lindberg (bass) and Thurman Barker (percussion) build on the Structural pivot pattern that  'underlines the character of the composition'. Even within this relatively conventional format, Braxton experiments with time; the notated sections of the work being 'written in a way which "sounds in between the beat" -- resulting in ensemble sections that explore new areas of rhythmic tension and dynamics'.

The brief collage improvisation fol​lows before the group move into Com​position 69E, a 'dimensional notation' piece in which all the parts 'are con​structed from a cell complex (and in a given performance every part can be interchanged as desired)'. Here, by way of contrast to 69C, the emphasis is on 'the dynamics of intercommunication between the musicians', which means there is no provision for extended solo improvisation and the bass and drums operate as separate, independent voices rather than as a traditional rhythm section. A 'pointillistic or spa​tial' music which Braxton situates in the context of 'post-AACM functionalism' (early AACM releases like Roscoe Mitchell's Sound and Braxton's own Three Compositions Of New Jazz having pioneered the exploration of space, si​lence and sound-as-texture), the ideal behind 69E is, he says, to 'encourage the most balanced group involvement since dixieland music'.

Next, a section of open improvisati​on takes the group into Composition 69G, 'a medium fast to fast tempo piece that,' explains Braxton, 'is composed with respect to the tradition and tradi​tional continuum of the music, the only basic deviation... from the projection we call bebop is that the composed line played by the alto saxophone and trombone was not built on any harmo​nic system but was instead written "as I heard it in my head"' -- a difference which, as he notes, 'places the work in the post-Coleman juncture of creative music... in the tradition of the alterna​tive creativity that solidified in the six​ties'. As the one 'tempo structure' chosen for this set, Braxton adds of 69G that 'I felt this would be an ideal piece to "open up" on, and for me this version is particularly exciting'. All of the group solo here, the order being trombone, percussion, reeds and bass;

as in most of Braxton's quartet music, the solo order was predetermined al​though the length and character of each solo was left open.

The bass solo leads directly into Composition 40F, one of the most enga​ging and familiar of Braxton's quartet pieces. It begins here in intriguingly slinky, almost ominous fashion (at least relative to 1985's marvellously helter skelter version) before accelerating into the 'language improvisation' that links it to Composition 69F. Constructed as 'a language vehicle to utilize the dyna​mic possibilities of chromatic phrase formation', 40F falls into the category of 'principle generating structure' one of the two major structural types which Braxton employed for the bulk of his pre-1980s quartet compositions -- the other being the 'material (or thematic) generating structure'. The difference between the two, says Braxton, is that 'in a thematic structure the theme is utilized as a point to execute and then improvise on, while the materials of [principle generating structures like 40F] can be viewed as language proper​ties to be utilized as part of the improvisor's creative vocabulary'; ie, the musicians improvise on the principles or properties represented by the sounds rather than on the pitches or intervallic relationships of the parti​cular notes.

Composition 69F, a 'slow pulse vehic​le for open improvisation', has little notated material and its chief structural device is a 'three note figure that the bassist can execute in his own time', though when he does so 'the two horns are expected to "pick it up" as well'. This process too is open to variation and Braxton suggests that 'after the principle has been established' the horns can vary 'their notated pitch' each time they repeat the figure. He also remarks that, thanks chiefly to the use of contrabass clarinet and the per​cussionist's 'little instruments ana gongs', this performance of 69F 'became a perfect section to radically change the "timbre dynamics" of the music'. In fact, all the dynamics are in a constant state of flux and, after an​other brief episode of open improvisa​tion, we're swept up in the momentum of Composition 23G, with its ferocious alto and trombone solos flying over the rhythm section's disconcerting 'time shifts' and 'off-center' sound attacks.

The encore is Composition 401, one of the many fine marches Braxton has composed. Between repetitions of the initial material come three sections for 'controlled' improvisation: in the first, a four-note figure is traded between horns and rhythm section; in the sec​ond, the same figure is traded between the individual instruments; in the third, the figure is played in unison by all the musicians. But in each section the musicians are free to improvise bet​ween their turns at playing the figure, and Braxton reports that 'On a given performance we have transformed this work to many different focuses -- result​ing in "spaces" reminiscent of "dixie​land" music - blues - college marching songs - slow dirges, etc'. Witty and en​thralling, 401's quicksilver repartee closes the set on a note of what could almost be called virtuoso fun.

In a sense, then, Braxton's quartet music can be seen as a constantly evolving synthesis of multiple dia​logues -- between individual/group, notation/ improvisation, tradition/ in​novation, etc. Yet this vision of cease​less change is balanced by an underly​ing ideal of small-group dynamics which has remained consistent for many years. On his first LP he is quoted in the sleevenotes as saying 'Our empha​sis is on the idea of total music, with each individual contributing to it total​ly... We're working towards a feeling of one -- the complete freedom of indivi​duals in tune with each other, comple​menting each other.' Twelve years later, in his original notes to Performance 1979, he was writing, 'There is no sec​tion of the music where any member of the group is not depended on by either another musician or the music itself... the "responsibility ratio" of extended creative music demands the complete involvement of every participating musician: that is, the musicians of the quartet are expected to "play the silen​ces" as well as the "sounds". There is no point in the music where any mem​ber of the group can "dis-connect" his or her vibrational link with the com​posite ensemble.'

The paradox is that while his music obviously requires the most exacting standards of musicianship, Braxton is not much interested in the jazz stereo​type of 'the great night'. Back in 1985 he made clear his own priorities.

'When you establish a consistent body of work it makes its own reality... it becomes something that exists for human beings, a body of musics that will help people on the planet. I'm at​tracted to that, I always have been -- as opposed to the concept of "the great night"... I'm interested in looking at the continuity of a person's involve​ment, and I draw strength from that; from people like Sun Ra or Warne Marsh or Evan Parker or Muhal Richard Abrams, because it really is about a life's commitment.'

There's a certain irony here in the fact that the 1974, 1979 and 1985 quartet concerts we have on record are indisputably 'great nights'; but it is true too that, when heard together, as ex​amples of 'the continuity of a person's involvement', they do yield uniquely revealing insights into what Braxton terms 'the realness' of the music. So Performance 1979, while a wonderful document in itself, is also part of a continuing musical journey, the full beauty and daring of which is the more readily discernible when viewed in context, and over a period of time.

Then it becomes clear that Braxton's entire body of musics, like the multiple dialogues within its meta-structure, like the separate voices within the quar​tet, is 'working towards a feeling of one' that is both the highest form of musical synthesis and a paradigm of his politi​cal and spiritual goals. In this light, it is not implausible to see Braxton's music as also at one with the African-American political lineage that inclu​des W.E.B. DuBois and Dr. Martin Luther King; and, on a different level, with the Diasporan musical mysticism that runs through, say, Albert Ayler's Spiritual Unity, Marvin Gaye's Wholy Holy, Bob Marley's One Love. To quote the quartet's current bassist Mark Dresser, 'there are a lot of beautiful implications to it'.

--- GRAHAM LOCK, September 1989

Graham Lock's book Forces In Motion: Anthony Braxton And The Meta-reality Of Creative Music is published in the UK by Quartet Books and in the USA by Da Capo Press. The three volumes of Anthony Braxton's philosophical Tri-axium Writings and the five volumes of his Composition Notes are available from Frog Peak Music, Box 9911, Oakland, CA 94613, USA.
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Запись Лондонского концерта 13 ноября 1985.  

A. Braxton [cl, fl, a& c-melody & sopranino s], Marilyn Crispell [ p], Gerry Hemingway [perc], Mark Dresser [b].

"THE CHALLENGE OF CREATIVITY IS TO MOVE TOWARDS THE HIGHEST THOUGHT YOU CAN THINK OF."

The mid-1980s were a period of profound and rapid change in the continuing evolution of Anthony Braxton's quartet music. Long a forum for exploring the various kinds of interplay between notated and improvised musics, Braxton's quartet work entered a new phase with his introduction of "pulse track structures", the first example of which -- Composition 105A -- appeared on record in 1983.
Described by Braxton as "an attempt to integrate horizontal structural formings into the forward space of the music" (as an alternative parameter to vertical harmonies), a pulse track basically comprises a sequence of notated materials interspersed with brief, five- to ten-second spaces for improvisation and is played (usually, but not invariably) by the bassist and percussionist while the remaining two players either improvise or execute other notated material. Some pieces, such as 105A, come with their own in-built pulse track; others, such as Composition 122, are played with one from a pool of four indepen​dent pulse tracks, numbered as Compositions 108A-D. Pulse tracks are of varying lengths -- some may be repeated several times during the course of a composition -- and they utilise a wide range of notations and/or language particulars; for instance, while 108A employs standard notation, the score for 108B comprises a series of curved lines and dots which the bassist and percussionist are free to re-interpret each time they perform the piece.
Although Braxton did not finalise his first pulse track structure until Composition 105A, the idea originally stemmed from the rhythm parts he had written for the much earlier Composition 23G, in which the bass and drums suddenly come together at widely-spaced, notated points to play what he then termed "sound attacks". Aware that, whenever the quartet performed 23G, "something was happening which could really be extended", he began to consider how he could develop the notion of sound attacks; and once he had completed his first pulse track for 105A he quickly took the concept further, composing the independent pulse tracks of 108A-D, then layering two different pulse tracks for bass/percussion and piano in Composition 115 and layering three separate but synchronised pulse tracks for bass/percussion, piano and saxophone in Composition 116.
A further option which pulse tracks made possible was the introduction into the quartet repertoire of earlier Braxton pieces originally composed for other contexts. Certain duos proved especially suitable for such adaptation and, for example, Compositions 85-88-3 series of duos for single-line instrument and string bass -- became a regular facet of quartet concerts, two players performing the duo and two playing a pulse track.
By the time of his quartet's Contemporary Music Network tour of England in November 1985, Braxton had taken these processes of complementary juxtaposition a stage further into what he called "collage form structures" and "universe structures", kinds of heterophony in which the quartet could, at times, be playing two, three or four compositions simultaneously. In particular, Braxton had started to feature parts from Composition 96 (for orchestra and four slide protectors) and from Piano Piece One and Compositions 30-33 (all for solo piano) in the quartet concerts: these were played in designated solo spots but were also available as options which the musicians could choose to play at various times during the concert, for example "beneath" someone else's solo or during periods of collective improvisation.
To oversimplify, in collage form and universe structures all of these components were tossed together in every conceivable combination to create what Braxton called "a multiple logic music": a concept which had its precedents in the "collage improvisations" which Braxton was exploring in the 1970s and the "opposition improvisations" he, Leo Smith and other AACM members practised in Chicago in the mid-1960s. (Some similar procedures by modern composers such as Henry Brant, John Cage and Karlheinz Stockhausen may also have been of more peripheral influence.) To use Braxton's own analogy, if the introduction of layered pulse tracks could be seen as a "solar system music" with the pulse tracks comparable to the orbits of different planets, then universe structures repre​sented a "galaxy music" in which separate solar system logics could co-exist in the same sound-space.
If much of the above sounds like a recipe for cacophony, the music itself dispels such apprehensions. Far from being an advocate for chaos or anarchy, Braxton has long been concerned with finding ways in which various sounds and structures can be brought together to create new challenges, new possibilities, new forms of beauty. That is new realities. In fact, this impulse towards integration (also reflected in the philosophical values which underpin his music, as we'll see below) has proved a major procedural strategy in his composition from the very beginning. Following an initial separation and reclassification of sound into the 100-plus "language types" which constitute the foundation of his music system, Braxton's sound-science has evolved principally from his "conceptual grafting" of various mixes of these languages to create increasingly complex and large-scale struc​tures. As he says himself. "I tend to put models together, stick models together and build greater and greater models". The fantastic span of Braxton's model-building reaches from the micro-particles of his solo work to the gigantic swirling sound-spirals of his multi-orchestral pieces; though, as you can hear on these CDs, -- even within the relatively restrictive format of the conventional "jazz" quartet, the range and diversity of his music are still astonishing.
Not that range, diversity or astonishment for their own sakes have ever been his primary goals. There is a different agenda to Braxton's recent experiments with heterophony, as there has been to all previous phases of his structural evolutions; an agenda which relates to his mystical, philosophical and political beliefs. The mystical aspects of his music he prefers to keep private for the time being, but his philosophical/political intentions are open and unequivocal; he has even named his publishing company after one of his highest ideals -- Synthesis Music. "I remember the 60s' saying, 'you are what you eat'. But why do we view music so lightly?" he asked one writer. "What you hear and how you organise and unify, in terms of how you hear, is very important to who you are." This is not a new perception, of course: when Plato noted that a change in musical styles prefigured a change in the laws of the state, he was reiterating an awareness of music's power that was common to ancient cultures from Greece to Egypt to China. It is an awareness which has pervaded the African-American creative music tradition too, given voice for example in Albert Ayler's famous cry that "music is the healing force of the universe" or Sun Ra's insistence that "beauty is necessary for survival". Certainly Braxton's music exemplifies his own belief that "the challenge of creativity is to move towards the highest thought you can think of"; and his dream of inter-galactic music, played by orchestras on different planets, locates him within an African-American visionary lineage whose earlier members include John Coltrane, W. E. B. DuBois and Dr. Martin Luther King.

To return to a more mundane level, one consequence of universe structures was that Braxton's quartet concerts became almost impossible to map with 100% accuracy. His quartet sets had long been played without breaks between the compositions. However, whereas prior to the 1980s the group would move from composition to composition via various types of open improvisation in a relatively straightforward manner, the advent of pulse track, collage form and universe structures not only made the charting of his sets a far more difficult task but also necessitated the introduction of a more sophisticated terminology on Braxton's part. In particular, the main compositions on the set-list -- those played in their entirety -- were now called "primary territories", between and within which other compositions (or parts thereof) could appear and vanish with bewildering speed.

Their concert at London's Bloomsbury Theatre on 13 November 1985 marked the opening of the quartet's English tour. The primary territories played on this occasion were Compositions 122, 40(0), 52, 86, 115, 105A, 40F, 121 and 116, while other predetermined events in the two sets included the pulse track 108A (played with 722), the collage form structure (in which the musicians played from independent scores, each chosen separate​ly, "in the moment"), the designated solo spots for piano and percussion and the decision to play 86, at this concert, as two consecutive duos -- clarinet/bass, clarinet/percussion -- during which the piano played from Composition 32 and the non-duetting bass or percus​sion from Composition 96. In addition, as I mentioned above, the musicians had other scores from which they could choose to play at various times during the concert. (For example, Braxton plays from 96 as the group realign between 52 and 86 and Marilyn Crispell refers momentarily to Piano Piece One during the "transitional collective impro​visation" that leads into 40F -- though, in general, this level of structural sub-text proved too elusive to document in full.)

Collective improvisation remained the most common means by which the quartet moved from territory to territory; this might last for just a few seconds -- as between 40F and 727 -- or for the rather longer periods that come between 30 and 775, 96 and 40F, 121 and 116. There was also plenty of scope for improvisation, including extended solo improvisation, within the primary territories themselves. Listen, for example, to Marilyn Crispell's wonderfully fleet, dancing solo in Composition 52 (just a glimpse into why she is one of the most exciting new pianists to have emerged in the last ten years).

The array of improvisation on these records is meshed inextricably with the vast spectrum of structural elements which Braxton bungs to his primary territories: from, say, 52's use of "extreme intervallic distances" and a "shuffle rhythm pattern" to create a kind of atonal bebop to 115's constantly accelerating/retarding tempos ("an accordion sound-space"); or from 40F's patterns of "chromatic phrase formings" (which recall both Thelonious Monk's Skippy and the Batman theme!) to the completely notated 727, described by Braxton as "a static time/space block structure" in which there are no breaks and no actual repeats but rather "a constant rotation of events juxtaposed against each other, like a puzzle that can go together in any order". (Incidentally, just to confuse everyone further, I should also mention that both 727 and 722 belong to a series of new conceptual/structural models which Braxton calls "signature logics"; signature here referring to "familiar ele​ments that recur throughout the time/space parameter", ie notated materials that act as "sub-identities" or "signposts" which become discernible as "elements in the architecture of the sound-space".) Then there is 86, an "unfolding event structure" comprising 43 component events positioned within 28 basic structural divisions; the "sea of angular phrases" which washes through 116's three synchronised pulse tracks; 122's "multiple phrase groupings" and "ostinato rhythm-based logic"; the four inner divisions of 105A ("a tone poem march-like music, a slow static pulse [open] spatial music, a four-part structural round section and the use of extended pulse controlled time spaces"); and 40(0), one of the Kelvin series of repetition structures, comprising "a single phrase statement that consists of 69 notes in six different phrase groupings (in a time field of 2472 beats)".

Such procedural complexities can appear daunting perhaps, but the resulting music is remarkable for its grace, its clarity and its beauty. If the intellectual content is formidable, this is also a music that can express many shades of feeling, from the ferocious to the serene. Here, it is superbly performed by musicians -- Braxton, Marilyn Crispell, Mark Dresser. Gerry Hemingway -- who are not only virtuosos on their instruments (and listen to Braxton's clarinet!) but also highly sensitive, intuitive players able to create a rich, multi-faceted unity from their disparate parts. Their interplay -- mercurial, intimate, absorbed -- transforms the abstract formulae of scores/structures into a dancing web of energies, a magical circle of sound. At such moments, everything else falls away. Notes like these can offer hints on how to "organise and unify", but once the quartet hit that first note you need only to listen to hear a music that challenges, inspires and is vibrantly alive in all the corners of its sonic cosmos.

GRAHAM LOCK, August 1988

Graham Lock's book Forces in Motion: Anthony Braxton and the Meta-reality of Creative Music, which is based around the Braxton quartet's 1985 English tour, is published by Quartet Books, 27/29 Goodge Street, London W1P 1FD. Anthony Braxton's musical philosophy is set out in his own Tri-axium Writings (volumes 1-3), and detailed structural analyses of his music can be found in his Composition Notes (Books A-E), both of which are published by Synthesis Music, and can be ordered from: Frog Peak Music Box 9911 Oakland, CA 94613, USA.
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Anthony Braxton [a s, c-melody-sax, cl, fl, soprano, sopranino], Adelhard Roidinger [b], Tony Oxley [d].

"NOT JUST NOTES": Music and Vibrational Understanding

IN HIS notes to Composi​tion 6A Anthony Braxton explains that a primary aim in all his writing for quartet – and 6A, like most of the Braxton pieces on this recording, was originally written for his quartet – has been that "a given composition must establish a 'procedure or vibrational space' for the ensemble... as opposed to functioning only in the context of a 'head' or theme (to be played and left behind)".
The belief that struc​ture can profoundly affect the nature of the space around it, or, as he puts it, that "music is not separate from the forces it sets into motion", lies close to the centre of Braxton's music-science and meta​physics. Such a percep​tion may seem strange to those of us brought up within the confines of a Western existential world-view, but many different cultures at many different times have attested to the vibrational or " meta-reality" dynamics of musical form. Francis Bebey, for example, in his book African Music: A People's Art (London: Harrap, 1975) lists innumerable musics which, in various African cultures, have a specific personal, social or ritual significance: these include birth songs, lullabies, initiation songs, love songs, laments, praise songs, work songs, satirical songs, court music, war songs, healing songs, magical songs, death and funeral songs. In many of these musics, he notes, "each sound has a particular meaning".
While much of this knowledge, at least in its particulars, was presuma​bly lost in the mass murder,  enslavement and forced dispersal of indigenous populations which char​acterized the European exploitation of Africa (and still persists in South Africa), some information will have crossed the At​lantic with tlie survivors of the horrific Middle Pas​sage to reappear, transformed and reaffirmed, in the great African-Ameri​can traditions of gospel and blues – both extraor​dinarily powerful and versatile musics.

"I've always played the blues," Braxton has said, adding that "what we call the blues is not just notes, it's a vibrational under​standing (liat's been trans mitted and encoded, and it's manifested in various forms of music in various different ways." While Cornposition 40G is the only piece here which Braxton (in his Composi​tion Notes) relates directly to the blues, a similar concern with the transmitting and encoding of "vibrational understand​ing" is a principal focus of his structural explorations, whatever the context. (And Braxton s current oeuvre of 350 plus compositions encompasses an incredi​ble range of ensembles/ instrumentations/ nota​tions/ methodologies, etc: if music is the healing force of the universe, then Braxton's work represents one of the best-stocked dispensaries on the planet.)
Braxton has yet to make public his researches into the mystical/spiritual cali​brations of particular pieces, but in his five-vol​ume Composition Notes he sets out the structural variables and intentions which have shaped each of his compositions. Rather than attempt to compress what, in many instances, runs to several pages of complex technical data, I'll just quote a few of the composer's more impress​ionistic comments on the pieces included here: Composition 40D, a medium/fast pulse, single line structure whose basic notated material comrises "arhythmic phrase statements (that are some​what sharp in nature) intersliced with linear smooth-like phrases -- fol​lowed by unison march-like phrase groupings", is, says Braxton, a music "that rushes "right in to the moment'" and whose "vibrational flow... moves to solidify fixed phrase points that open and close (moments that swirl in the 'sound space' of the music – establishing a 'real point' from which to 'take a jour​ney into space')"; Compo​sition 40G is a slow pulse, ballad-like "open blues structure... an opportunity to enter the world of 'the blues' and experience new feelings... a 'perceived' new music about percei​ved 'old times'"; Compo​sition 6A is "a contempo​rary tone poem march kind of music", based on a quarter note scale played arco by the bass; Compo​sition 40J draws us in to "the world of 'impressions' and 'pointed moments'" via "the use of repeating pitch (later just sound) that keeps re-establishing its nature (timbre)"; and Composition 110A, "a kind of song structure that winds its way into the space of the music to cre​ate a sensation of blowing winds and trees (on an island experiencing a rain storm)", is a "single line structural continum" that uses phrase grouping state​ments "as a string of relat​ed songs and feelings", notably one particular five-note phrase (repeated in different keys) which "is offered as a 'hush' in the sound space of the music".

These five compositions – together with All The Things You Are and Tony Oxley's The Angular Apron – comprise the "primary territories" on Seven Compositions (Trio) 1989, through and between which the trio move via various kinds of improvisation (the only break coming between 6A and 40J). The other num​bers listed in the brackets refer to compositions, or parts thereof, which are played during the course of the primary territory. This use of "collage form" and "multiple logics" has played an increasingly important role in Braxton's music in the 1980s, culmi​nating in his 1988 decla​ration that all his compo​sitions, and all the parts of his compositions, can be played, simultaneously, all together or in any combination.

Fortunately, since I don't have space to discuss this in detail, the uses of collage form here are rela​tively straightforward: in the first instance, bassist Adelhard Roidinger plays from the bass part for Composition 63 (origi​nally a piece for two solo​ists and chamber orches​tra) while Braxton is play​ing Composition 40G; in the second instance, Braxton and Roidinger play Composition 110A while Tony Oxley plays the pulse track 108B, then Roidinger joins Oxley on 108B as Braxton, switching to sopranino, concludes the set with a frenetic romp through Composition 69J, another quartet piece, readily identifiable by the trill-like phrase which, as Braxton writes in his notes, can be accelerated until it "'crumbles' into open improvisation". (Pulse tracks, incidental​ly, are a further collage-related innovation which Braxton first introduced in his quartet music in the 1980s: each pulse track comprises a repeating sequence of notated mate​rials interspersed with

brief five- to ten-second spaces for improvisation; they are described by their composer as "an attempt to integrate horizontal structural formings into the forward space of the music", ie as an alternative parameter to vertical harmonies. The score for Composition 108B actually consists of a series of curved lines and dots which the bassist and drummer are free to reinterpret each time they perform it.)

Of the remaining two of the Seven Compositions, the Kern/Hammerstein II standard All The Things You Are has proved a po​pular vehicle for improvisers, and the version here makes for an intrigu​ing comparison with Braxton's previous trio recording of the tune on his Town Hall 1972 LP.

"We're really just playing on the chord changes, he says; "although 20 years after the breakthroughs initiated by the AACM, we're working with a much broader rhythmic approach and concept." (AACM innovators who've been particularly influential in the rhythmic field include Muhal Richard Abrams, Roscoe Mitchell, Leo Smith and Braxton him​self.)

Tony Oxley, as one of the leading figures in the European free improvisa​tion movement, has made his own contribution to rhythmic breadth. His composition The Angular Apron, though it takes its name from a group which he led in the early 1970s, was written specifically for Braxton just a month or so before this recording. The piece, says Oxley, "tries to use the kind of languages Anthony uses -- it's post-diatonic but not chromatic in the sense that 12-tone music is. I usually compose graphic scores, but this was notated – I just wanted to write something that felt suitable tor Anthony's range, though of course he chose which of his instruments to play on it."

The mutual respect between Braxton and Oxley goes back to at least the summer of 1976 when the percussionist was, for a brief period, part of a Braxton ensemble that also included George Lewis, Harry Miller and Kenny Wheeler. Though the two have recently wor​ked together in the Lon​don Jazz Composers

Orchestra, it was a desire to renew their relationship in a small-group context which led to Oxley proposing  and arranging the three-week European tour which preceded this re​cording. The value of such a project, suggests Braxton, is for "the opportunity it gives you to go outside of your normal context" and "do some playing".

The third member of the trio, bassist Adelhard Roidinger, had not work​ed with either of his part​ners before. Given that he has not had the opportunity to record as frequently as Braxton or Oxley, perhaps a few biographical details are in order: according to Grove, he was born on 28 November 1941 in Windischgarten, Austria; studied piano, violin, guitar and double bass; has worked extensive​ly with Eje Thelin, Joachim Kuhn, Hans Koller and Wolfgang Dauner, and occasionally with Yosuke Yamashita, George Rus​sell, Kenny Clarke, Mal Waldron and Woody Shaw, among others; was first influenced by the Bill EvansTrio, later by free improvisation, and has recently experimented with computer and electroacoustic composition. He is the author of three books on bass-playing and improvisation, and his recordings as leader in​clude Schattseite (ECM) and Computer & Jazz Program 1 (Thein).

Roidinger's adroit fin​gering and lovely resonant tone are certainly among the foremost delights on this CD; likewise, Tony Oxley's pattering rainfall of percussion, at times amazingly deft and deli​cate from a player renow​ned for the exuberant clangour he can conjure from a drumkit. As for Braxton – running the gamut of clarinet, flute, C-melody, soprano, sopranino and newly-pur​chased alto sax (his old one was stolen just before the tour) – the grace and rapt intensity of his play​ing are what we have come to expect from such a master improviser. His lines are like trails of bril​liant light that dart and feint in a felicitous 3-D dance through the ever-changing contours of the sonic architecture.

The resulting music – a step back from Braxton's current multiple-logic projects, a step into vir​tuoso improv within "vibrational space" – sings with a relaxed exhilaration that will make it a certain pleasure for all who listen. Here, I guess (to steal an image from William Blake), is the sound of "Joy as it flies".

---- CRAHAM LOCK, April 1989

Graham Lock's book "Forces in Mo​tion: Anthony Braxton and the Meta-reality of Creative Music" is

published by Quartet Books, 27-29 Goodge Street, London W1p 1FD, England. 

Anthony Braxton's three-volume, philosophical "Tri-axium Writings" and his five volumes of "Composition Notes" are available from Frog Peak Music, Box 9911. Oakland, CA 94613, USA. His notes on Composition 6A can be found in "Composition Notes" Book A; on Compositions 40D, 40G, 40J, 63 and 69J in Book C; and on Compositions 108B and 110A in Book E.
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Anthony Braxton with: John Raskin [bar s], Dred Scott [p], Cecil McBee [b], Andrew Cyrille [d].

Thank You To Warne Marsh

As a lifetime student of the saxophone I feel espe​cially grateful to the "line​age of mastership" related to the evolution of this instrument. Moreover, I can write that the very di​rection and "nature" of my life has un​folded as a response to the "experiences that awakened my inner life" through the discipline we know as music. When I think of this wonderment I can only write, "Thank you to the legion of 'music people' everywhere -- past, pres​ent, and future." Music is one of the greatest gifts that the creator has given us... we are so fortunate. As I move into my middle forties I find myself more and more aware of this most basic truth: that the experience of living is an affirmation of positive love and growth (change). There is no end to the disci​pline of music and to know this subject is to open one's self to the "humility of profound love."

My hope in the coming decade is to continue to evolve my music/music sy​stem and to also, whenever possible, document some of the music of my early role models and influences. This, for me, is a way of saying thank you to some of the people who have so affect​ed and enriched my life. Were it not for exposure to their work, I have no idea what my life would have become. I can write this, though: as a saxophonist, I have an obligation to respect and per​petuate (on some level or another) the work of the early masters -- especially the instrumentalists whose work touch​ed me directly -- and I have no problem with this responsibility. My music/music system was not built in negative reaction to the tradition -- it was inspired "in affirmation" of the tradition. Yet, there are many different traditions happening in this time period -- as in the past -- especially if the subject of American culture is taken into account.
It was my teacher, Jack Gell, who first "opened my awareness" to the music of Lennie Tristano. I remember him making me a cassette with three or four compositions of Tristano and Bob Graettinger's "City Of Glass" by the Stan Kenton Orchestra. The Tristano compositions were "Marionette," Sax Of A Kind," and "Wow." My reaction to the music was instant and my relationship to this school of playing was estab​lished by the time I was fourteen. What can I say? In this early period I never realized the social/racial complexities related to this attraction. I was only interested in music. Later, as critics began to write about "Braxton and his white heroes," I would find myself put on the defensive for appreciating "non-sanctioned" instrumentalists. What a life! (I've never read anything about Stan Getz and his "black heroes"... or -- ah, what's his name?!) By the end of the '70s this school of music had nearly dropped out of sight and -- with the exception of Lee Konitz, who has always been the most adventur​ous Tristano student -- has taken on a kind of cult-like status. Suddenly it was impossible to find records by masters like Sal Mosca, Ted Brown, or Gary Foster -- somehow the Jazz Business complex had pronounced the verdict and handed out the sentence on these guys. After all, it was West Coast Jazz, wasn't it?! Not to mention these guys were racist, right? (Yeah, some kind of racist. The first thing you had to learn with Tristano was to sing all of Parker's solos, learn all of Prez -- oh, that's right, I've heard the Mingus stories!!??) I need to find me some racists like these guys!
And the music... what can I say? There was something special about Mr. Tristano's melodic world -- plus his lines were so unique in the same way Bird's lines were. It was always special to hear Lee soaring through the parts -- and whatever happend to Billy Bauer? I would spend hours, days, weeks lis​tening to this music, and these people are part of my reason for being (and playing music). Mr. Tristano's solos like Lee, had a unique nature and concep​tion to it, and then there was... Warne. What can I write about this guy? His music career has always been... most complex. Even now, when I think about his life...
I noticed when listening to "Mario​nette" that Lee's solo demonstrated a very fresh view of alto saxophone play​ing -- he simply didn't copy Bird, but instead gave us another viewpoint about the instrument (and creative music). The same for Bauer and Trista​no; their solos established a fresh music in this "space" that excited my awareness of music and music think​ing. But I remember even now how Mr. Marsh's music -- even in the early period -- had something that was... different. Sure, his language in the late '40s sounded very "etudist," but there was a "light" in his music and a clarity of concept and feeling that quite simply astonished me. Later, I would notice that my interest would shift more and more to Warne's solos -- but this shift was not so apparent in the beginning. I did not come to the music with any preconceived expectations, it was only that more and more I found myself thinking, "... hmmmm, what is this guy doing?"
It was not until I heard the record Lee Konitz Meets Jimmy Giuffre that I knew misery would be mine forever. After experiencing that record, there could be no more doubt about my rela​tionship to Mr. Marsh's music. For the musicologists of the next time cycle, I say, listen to Warne's solo on "The Song Is You" or "When Your Lover Has Gone." Listen to the internal logic of his solos, his concept of rhythms and time, his profound use of harmony, not to mention invention. Okay, okay, I know that in the 1950s the Jazz Press (and American social dynamics) would have us believe that only John Coltrane and Sonny Rollins represented the state of tenor saxophone playing (and, of course, they were and are great ma​sters), but I would have thought that...

In the early '70s my life had changed completely, and now I was living in Paris. This was the time period of the "energy music" schools and restructu-ralism. Everything was opening up in music science (and thinking), and I was very excited to be involved with the "pulse of changing events" in that time period. I remember accidently finding a new record of Warne's called Ne Plus Ultra -- this was the first new record of his in years. I put on the record to the composition "You Stepped Out Of A Dream" (side one, cut one) and Warne started to play... Nothing happened for me! But, of course, it couidn't. I had been listening to Coltrane, Ayler, Mitchell, etc. -- music that reaches out and shakes you (if you're lucky) -- but with Warne... well, you had to come to it "somewhat differently." I played the solo again, and, of course, it was spe​cial -- his work is a unique and profound offering that was always "ma​ster's level." It was my listening that had been off. I never made that mistake again. Some music(s) are not on the "surface," but that doesn't mean it's not there.

My hope for the '90s is that our na​tion might better understand its "line​age of mastership" -- in every discipline. It is important to understand that no country can healthily evolve without gaining insight from (and through) its traditions and people. Warne never be​came a financially successful player, with lots of work. This never happened for him, and yet he continued to evolve his music to the very end. He was a de​dicated artist in a culture that used to pride itself about commitment, and the challenge of the future. Only in Ameri​ca do we have artists of his stature in exile. He was an artist that gave some​thing to the discipline of music -- not just a marketplace guy. And like John Coltrane, Warne Marsh was a very beautiful human being. He did not look down on people because of his accom​plishments. His work has helped me for over 33 years, and I am proud to dedicate this record to him. God bless you, sir, and thank you.

--- Anthony Braxton, Mills College, 1/9/90

In his "Thank You To Warne Marsh," Anthony Braxton conveys a sense of the gratitude he feels for the music of Lennie Tristano and Warne Marsh, and explains how this project originated in his mind a while back as a way to pay homage to some of his sig​nificant influences. My impression, in the studio as these stunning perfor​mances were being recorded, was that this was a once in a lifetime opportuni​ty; Braxton was nervously energetic, thoroughly prepared, and ready to wail. In a sense, he had been storing up his psychic energy for this project for 30 years, ever since his saxophone teacher, Jack Gell, gave him that tape with Tristano's music on it.

It's interesting to note the precedents -- or lack of them -- for this project. Braxton's first acknowledgement, on record, of the Tristano school's influ​ence was his dedication of an original

composition, (now catalogued as "Composition No. 23M") to Warne Marsh, on Four Compositions 1973, re​corded in Tokyo. As he explains in his Composition Notes Book B, this piece was formulated in 1971 as a visual de​sign and structural outline, and the pitches were assigned for the recording in '73. The music is notable for the large intervallic leaps negotiated in unison by alto and piano -- but the ato-nality of this melodic material is as in​debted to Schonberg as it is Marsh's particular intervallic abandon. The lack of differentiating note values -- there are no note stems, bar lines, or phrasing indications in the score -- means that the notes receive an even, almost objective, unboppish reading, until the solos, where Braxton imme​diately broadens his tone and relaxes fit you can call his typically intense interjections of double-time and half-time relaxed). The fact that there are no chord changes to follow gives Braxton and pianist Masahiko Sato on "open" environment in which to create solo statements; with no drummer and bassist Keiki Midorikawa keeping a steady, unyielding 4/4 foundation, the rhythmic base owes the most to Tristano's principles, with no other real debt obvious.

And yet this composition is indicative of so many others in Braxton's rich and varied output, and shares a basic philo​sophical attitude that early exposure to Tristano's music no doubt communicated to the young, impressionable Brax​ton. Tristano's ambition "...to see how far you can stretch out in a given frame of reference" (taken from the liner notes to The New Tristano, italics added) is mirrored in Braxton's telling Graham Lock "It's like you know the context so well that you're free because you un​derstand the rules to such a level that you can do anything you want. That's what freedom is. You can't be free un​less you have a context to be free in" (from Lock's book Forces In Motion, ita​lics again added).

In fact, Marsh, Tristano, and Lee Konitz played melodies that sought the sort of freedom that Braxton has sub​sequently espoused (that is, within a common understanding of structure; a democratic, flexible, cooperative crea​tion of form). Their phrases all but burst through the structures of the song forms they tried to circumvent with their wily rearrangements, reharmonizations, rephrasings. They approached atonality, but never adopted it outright, on its own terms; and their frequent contrapuntal passages equated a col​lective freedom of choice, again, within a set context.

There are other, more literal, influ​ences from Tristano on Braxton's mu​sic. Of course, there is a noticeable pa​rallel in any number of their character​istic melody lines -- long-limbed, seem​ingly endless, not chained to conven​tional phrasings or regular meters -- of​ten taken at dizzying tempos. This is a legacy of Charlie Parker, Dizzy Gillespie, and bebop, but it seems even more directly to have grown out of Tristano's manipulation of these sources, the way he twists bebop inside-out. Then too there are those unorthodox intervals, the emphasis on linear improvisations (which become especially elastic in Braxton's solos), and both's ingenuity within "set" forms. Too, the "pretzel logic" of Warne Marsh's unique brand of improvising has inspired Braxton's willingness towards spontaneous com​plexity, and recognition of the beauty in unusual shapes and eccentric asser​tions.

Braxton paid tribute to Marsh again in '74 by recording his signatur "Marshmallow (on In The Tradition Vol. 7) and in '85 with "Background Music" (Seven Standards 1985 Vol. I). And, over the years, Braxton's choice of standard material has inevitably in​clined towards many of the same tunes adopted and adapted by the Tristano crowd: "You Go To My Head," "You Stepped Out Of A Dream," "The Song Is You," et al. Tristano and cohorts re​turned to the same pieces (or their original reworkings of them) obsessively -- paradoxically, not because of their fa​miliarity or ease of execution (hah!) but in order to explore these structures fur​ther, find new felicities, stretch beyond

their confines, find freedom from their context, and ultimately transcend the material into sheer improvisation, pure music.

Curiously, to my knowledge Braxton has never recorded a Lennie Tristano composition until now. Which brings us to the music at hand. As I said be​fore, Braxton was ready. His enthusiasm and intensity were palpable and conta​gious in the studio, and can be felt in every bar of music on this disc. I'm not going to walk you through the program piece by piece, citing the standards on which they are based fit's fairly easy to discern actually, just follow the chords and don't get distracted by the amazing flights of fantasy above), and underlin​ing each and every highlight, as if you can't hear them for yourself. This music is too strong, too surprising, too consi​stently satisfying for all that.

But I would like to make a few notes and hopefully clear up a potential mis​understanding or two. Most important​ly, no matter what you think about the original Tristano performances , this music is not "cool" -- with feverish in​tensity, volcanic dynamics, explosive technique, aggressive attitudes... there is an enormous amount of drama here, and none of it is sedate, reticent, or bloodless. Note the treacherously diffi​cult heads on tunes like "Two Not One," "Dreams," "Lennie's Pennies," and "April," and the hang-on-to-the-roller-coaster-with-your-fingernails-for-dear-life endings, where the que​stion is not how they can find the notes at all at such breathless tempos, but how are they able to invest them with such meaning, such emotion? Note how Braxton puts his personal stamp on the music, retaining his own stylistic character -- and adding an unquencha​ble sense of emotional urgency -- to his solos, stretching the material without distorting its nature, and avoiding mimicking Marsh and Konitz's soluti​ons to these compositional conun​drums. Note the solid, unshakeable foundation of Andrew Cyrille and Cecil McBee. Note the rigorous, rous​ing contributions of John Raskin. Note the imaginative touch, fluid invention, and remarkable poise of pianist Dred Scott, a 25-year-old discovery of Braxton's, in his jazz recording debut. Note the commitment, note the risks taken, note the rewards. Then give credit where it's due, marvel, and enjoy.

--- Art Lange, January, 1990
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Anthony Braxton with The Northwest Creative Orchestra.

The experience of designing and executing the Pacific Northwest tour that produced this recording was an adventure that reflected the spirit of the music and the man who inspired it.

When a friend told me he'd met Anthony Braxton during a visit to the artist's home town, and that Braxton expressed a desire to tour the Pacific Northwest, I sent tapes of my music, clips of my journalism, and a letter to Braxton to offer my help in organizing something. To my pleased surprise, he called me immediately and agreed to work with me.

I was surprised because I didn't consider myself in Braxton's league; I 'd never put out a record, worked as a jazz musician much outside my home turf (or even much in it, for that matter), nor written much for the national market. But I was pleased because I did feel a natural affinity for him and his music, from what I'd read and heard, and was thrilled that he was so quick to relate to a wide-eyed unknown as a peer.

This response of Braxton's, and everything that flowed from it, proved an expression of so much of what his music and spirit are all about: democratic to a fault, bold and broad in vision and faith, yet equally pratical in its self-actualization.

Getting local people involved (arts administrators, musicians, and art patrons) once I had Braxton ' s sanction was like parting the Red Sea — some immediately offered their full and eager support and cooperation; others dismissed the project out of hand as quixotic and impossible. Of the former, I have most to thank Dr. Bernard Dobroski, dean of the University of Oregon School of Music. His respect, courtesy, and understanding of the importance of Braxton's work are sadly rare in grass roots American music academia. By giving his official support, he opened the door to the rest of such help that made the project possible and ultimately so successful.

I'd also like to thank the musicians who responded so zealously and performed so well, mostly at their own personal expence. This was mostly a labor of love for all involved — but then that, too, is in keeping with Braxton's music and spirit.

There were many times over the year it took to set this up when it seemed impossible. The music seemed too hard to perform, the business mechanics too chancey, the organizational problems impossible. But when Mr. Braxton met us for the first rehearsal, something almost mystical about his conducting signalled immediately that what he had orchestrated so meticulously for us was a maximization of our freedom and potential, both as an ensemble and individuals. The music that resulted was our grateful ful​fillment of him as a composer.

Anthony Braxton has labored years to lay a musical foundation fit to support the grandest, most functional of edifices, built to last as both home and work of art well into the millenium dawning. It is time for him to reap what he's been sowing.

---- Mike Heffley

	Anthony  BRAXTON
	Two Compositions [Ensemble]
	1992 
	73:03
	label: Hat ART
Композиция 147 [1989] [16: 46]

и двучастная Композиция 151 [1991]          [ 24: 26 + 31: 44].

Performed by Ensemble Modern

Anthony Braxton once explained that his interest in composition had been awakened for the first time by Ornette Coleman’s record ‘The Shape of Jazz to Come’. If despite this initial kindling the Coleman influence on Braxton’s composing and improvising remained slight and not at all decisive, it was because his basis of departure was quite different and presumably more advantageous than that of the highly gifted autodidact from Texas. Braxton had received classical clarinet tuition at the Chicago School of Music and was comprehensively informed about new concepts in improvised and composed music in the musical metropolis of Chicago, where it was possible to exchange ideas with like minded musicians before coming to promi​nence with his own pieces towards the end of the sixties within the context of the ‘Association for the Advancement of Creative Musicians’ (AACM). In Braxton’s own words: ‘I came on the scene about the middle of the sixties. At that time the stage was determined by those expanding musical languages found evident in the music of Ornette Coleman, Albert Ayler, Cecil Taylor, John Coltrane—and the wider concepts and compositional ideas of the Europeans and Euroamericans, primarily John Cage and Karlheinz Stockhausen. I attempted then to develop a music which incorpo​rated these challenges.’

This development then of a personal, musical syntax out of the background of the compositional and improvisational avantgarde of the sixties progressed in an unusually straight​forward way. Proceeding from free improvisations, the virtu​oso multiinstrumentalist Braxton quickly found his way to ‘conceptual grafting’, a form of articulated improvisation (solo or collective) based on permitted sound and syntactical elements, allying the resulting experiences within a stronger, structured ‘schematic’ or ‘coded musics’ ultimately in order to attain, with his ‘ritual and ceremonial musics’ of recent years, an extremely complex, literally multilayered music with theatrical elements and metaphysical implications. Embarked on this acutely systematic, structured work, Braxton formulated in three volumes his ‘Tri-Axium Writings’, an individual theory which on the one hand expounds his personal view of the European and Afroamerican tradition and on the other works out the spiritual character of his own music, utilising an idiosyncratic terminology which as in Braxton’s other writings is often found to be genuinely esoteric (and difficult to translate).

According   to   Braxton’s   cabbalistic   leanings ‘Composition 147’ (for sixteen instruments and three solo clarinets) is motivated by numerical symbolism. At the cen​tre of this conception is the number three whose signifi​cance is referred to in the subtitle (When Chancey Speaks the Number 3 Changes ‘Lights’). There are also three sorts of textures in axially symmetrical arrangement, making up a seven part form in the scheme A1 B1 C1 A2 B2 C2 A3. The A parts are characterized by block-like parallel motion from the wood-winds and strings, alternating sustained chords with short vigorous sound swirls during which harp and percussion create pointillist structures. In the B sections—without solo clarinets—the freely formative three tone groups of brass, harp and percussion expound before a monochrome background a continuous crotchet note move​ment from the woodwinds and strings, which is conducted in flexible tempo. In contrast with this the C passages are left open and involve not only the three soloists but also the remaining ensemble instruments in a dense improvisational exchange during which the metrical continuity of the A and B sections is abandoned. Here Braxton certainly gives clear points to the musicians to guarantee a congruity of com​posed and improvised parts. With this material of determi​ned ‘language types’ (e.g. sustained notes, trills, murtiphonics) or a supply of permitted musical pitches, the musicians should fashion ‘language vocabulary im​provisations,’ ‘scale improvisations,’ ‘rhythmic fragment im​provisations’ or ‘embellishment improvisations.’ Still great​er freedom is to be had by the three solo clarinets whose voices act throughout as improvisatory guides who one at a time in the three A sections bring to life a free ‘solo extended improvisation.’

Continuously recurring musical elements ensure that the individual sections have a rather static than processual character, in accord with Braxton’s terminology when he speaks of ‘sound states’, and ‘sound regions’. 

Composition 147 is one of component of Braxton’s conceptual ‘Trillium’ system, a structure comprising thirty-six one-act operas revolving around twelve human characters (of which Chancey is one). [...]

	Anthony  BRAXTON
	Willisau [Quartet] 1991  

[4 CD]
	1992 
	64:1365:00

72:0057:23
	label: hat ART

Studio: June 4 & 5, 1991;   Live: June 2, 1991.   

     Это грандиозное издание [4 CD] посвящено 25 летию творческой деятельности Anthony Braxton'a. Квартет Anthony Braxton'a, записанный на этом альбоме, в составе Anthony Braxton [as, cl, contrabass clarinet, fl, sopranino], Marilyn Crispell [p], Mark Dresser [b], Gerry Hemingway [d, marimba] – существует дольше, чем все остальные группы  Braxton'a. Эти музыканты впервые играли вместе во время европейского турне в 1985 году и [за исключением перерыва в 1986-87 годах] продолжают работать до сих пор. Несмотря на свое долгое существование эта группа до выхода настоящего альбома записывалась очень мало. Этот альбом – их третий за семь лет, первая новая запись с 1985 года, и их первая студийная запись.
biography

Genius is a rare commodity in any art form, but at the end of the 20th century it seemed all but non-existent in jazz, a music that had ceased looking ahead and begun swallowing its tail. If it seemed like the music had run out of ideas, it might be because Anthony Braxton covered just about every conceivable area of creativity during the course of his extraordinary career. The multi-reedist/composer might very well be jazz's last bona fide genius. Braxton began with jazz's essential rhythmic and textural elements, combining them with all manner of experimental compositional techniques, from graphic and non-specific notation to serialism and multimedia. Even at the peak of his renown in the mid- to late '70s, Braxton was a controversial figure amongst musicians and critics. His self-invented (yet heavily theoretical) approach to playing and composing jazz seemed to have as much in common with late 20th century classical music as it did jazz, and therefore alienated those who considered jazz at a full remove from European idioms. Although Braxton exhibited a genuine - if highly idiosyncratic - ability to play older forms (influenced especially by saxophonists Warne Marsh, John Coltrane, Paul Desmond, and Eric Dolphy), he was never really accepted by the jazz establishment, due to his manifest infatuation with the practices of such non-jazz artists as John Cage and Karlheinz Stockhausen. Many of the mainstream's most popular musicians (Wynton Marsalis among them) insisted that Braxton's music was not jazz at all. Whatever one calls it, however, there is no questioning the originality of his vision; Anthony Braxton created music of enormous sophistication and passion that was unlike anything else that had come before it. Braxton was able to fuse jazz's visceral components with contemporary classical music's formal and harmonic methods in an utterly unselfconscious - and therefore convincing - way. The best of his work is on a level with any art music of the late 20th century, jazz or classical. 

Braxton began playing music as a teenager in Chicago, developing an early interest in both jazz and classical musics. He attended the Chicago School of Music from 1959-1963, then Roosevelt University, where he studied philosophy and composition. During this time, he became acquainted with many of his future collaborators, including saxophonists Joseph Jarman and Roscoe Mitchell. Braxton entered the service and played saxophone in an Army band; for a time he was stationed in Korea. Upon his discharge in 1966, he returned to Chicago where he joined the nascent Association for the Advancement of Creative Musicians (AACM). The next year, he formed an influential free jazz trio, the Creative Construction Company, with violinist Leroy Jenkins and trumpeter Leo Smith. In 1968, he recorded For Alto, the first-ever recording for solo saxophone. Braxton lived in Paris for a short while beginning in 1969, where he played with a rhythm section comprised of bassist Dave Holland, pianist Chick Corea, and drummer Barry Altschul. Called Circle, the group stayed together for about a year before disbanding (Holland and Altschul would continue to play in Braxton-led groups for the next several years). Braxton moved to New York in 1970. The '70s saw his star rise (in a manner of speaking); he recorded a number of ambitious albums for the major label Arista and performing in various contexts. Braxton maintained a quartet with Altschul, Holland, and a brass player (either trumpeter Kenny Wheeler or trombonist George Lewis) for most of the '70s. During the decade, he also performed with the Italian free improvisation group Musica Elettronica Viva, and guitarist Derek Bailey, as well as his colleagues in AACM. The '80s saw Braxton lose his major-label deal, yet he continued to record and issue albums on independent labels at a dizzying pace. He recorded a memorable series of duets with bop pioneer Max Roach, and made records of standards with pianists Tete Montoliu and Hank Jones. Braxton's steadiest vehicle in the '80s and '90s - and what is often considered his best group - was his quartet with pianist Marilyn Crispell, bassist Mark Dresser, and drummer Gerry Hemingway. In 1985, he began teaching at Mills College in California; he subsequently joined the music faculty at Wesleyan College in Connecticut, where he taught through the '90s. During that decade, he received a large grant from the MacArthur Foundation that allowed him to finance some large-scale projects he'd long envisioned, including an opera. At the beginning of the 21st century, Braxton was still a vital presence on the creative music scene.

	Anthony  BRAXTON
	Quartet [Coventry] 1985

[2 CD]
	1993 
	73:5770:22
	label: Leo

Braxton [a&c-melody&sopranino saxes, cl]; Marilyn Crispell (см.) [p]; Gerry Hemingway (см.) [perc]; Mark Dresser [b].

Еще одна запись с гастролей квартета Anthony Braxton'a по Англии в 1985 году. На каждом CD запись концерта в г. Ковентри [42:06 на первом CD и 40:28 на втором] дополнена отрывками из интервью Anthony Braxton'a, взятыми известным Braxton’оведом Graham'ом Lock'ом [31:45 и 29:43 соотв.]. 

‘The wonderful challenge of sound discovery’

Quartet (Coventry) 1985 documents the last concert from the Anthony Braxton Quartet’s 1985 Contemporary Music Network tour of England. That night, sitting spellbound in the audience, I had jotted on my notepad: ‘One step into the music and you’re somewhere else. The four players are so attuned now that every tone, every silence, is alive; their interplay a dancing web of energies, particles, shooting stars.’ Seven year later, the music still exudes its magic. This is a very special concert, with the implicit cohesion, the quiet intensity, of the finest chamber music. 

Braxton’s set-lists also provide a fortuitous history of his quartet composition, beginning with what was then his latest piece, 124, closing with his first, 6A, and in between drawing on his major groups of quartet works: the 23, 40 and 69 series. In addition, 23G is the piece that sparked his innovatory notion of ‘pulse track structures’; 124, which has its own in-built pulse track, demonstrates a later application of the concept; 108C is an independent pulse track, one of the elements that Braxton employed as his quartet concerts began, in the mid-80s, to explore the possibilities of ‘collage forms’ and ‘multiple logics’ music. To appreciate better what these terms mean, I hope it will help to look a little more closely at how Braxton arrived at the structural processes they describe. A quartet music, or what he initially termed his ‘co-ordinate music’, was one of the first areas that Anthony Braxton set out to establish as a young musician in the mid-60s. Born in Chicago in 1945, he had joined the city’s newly-formed Association for the Advancement of Creative Musicians (the AACM) in 1966, immediately participating in their radical experiments with sound and form. Inspired both by the ‘extended improvisations’ of John Coltrane and Cecil Taylor and by the ‘structural dynamics’ of Karlheinz Stockhausen and John Cage, Braxton’s aim was to create a personal language that would allow him to integrate all of his interests in a new, evolving system of musical synthesis. Working first on solo alto saxophone, he built up what he called his ‘language music’, based on his separation of sound into a catalogue of nearly 100 ‘classifications’ (eg ‘buzzing sounds’, ‘clipped sounds’, ‘curve sounds’, ‘petal sounds’, ‘phrase decay sounds’, ‘smeared sounds’, ‘spiral sounds’, etc). Investigating these both singly and in various combinations, Braxton developed solo ‘vocabularies’ that he felt worked well together, then began to filter these through into more carefully-defined structural contexts for ensemble, chief among which was his quartet music. To leap forward a little, by the mid-70s he had established three primary categories of quartet composition: material generating structures, thematic generating structures and principle generating structures. Material generators simply comprised a ‘platform’ of notated material that launched the players into improvisations on whatever ideas or feelings the notation had inspired. Thematic generators provided notated themes as a basis for improvisation; with principle generators, the players were asked to improvise on the principles or concepts represented by the notation (eg trills, staccato lines, wide intervallic formings, etc). In essence, each composition was designed to present the players with a different set of structural challenges that would generate different kinds of improvisation and ensemble interaction.

Early quartet live sets usually comprised three, four or five such compositions linked by brief interludes of open improvisation. Then, in the latter half of the 70s, Braxton began to experiment with these interludes, specifying different kinds of improvisation to be used at different points in the concerts. In particular, he started to explore the various facets of collage improvisation. This increasing fascination with collage fed back into his other areas of musical activity—for example, the ‘multiple line’ orchestra work Composition 96 (Leo Records LR 169) – and was later reintroduced into the quartet music in the mid-80s via ‘collage form structures’, in which the group might be playing two, three or four compositions simultaneously.

Prior to this, in 1983, Braxton had initiated his new concept of ‘pulse track structures’. A pulse track comprises rapeating sequences of notation interspersed with five- to ten-second spaces for improvisation and is usually (but not always) played by the bassist and the drummer while the other two musicians either improvise or play different notated material. Some pieces, such as 124, come with their own in-built pulse track; others can be played with one from a pool of four independent pulse tracks, catalogued as Compositions 108A-D. Braxton’s first pulse track composition was 105A, recorded in 1983; but the idea had stemmed from the rhythm parts he had written for the earlier 23G, in which bass and drums come together at specific, notated points (then called ‘sound attacks’) and between which they are asked to play brief bursts of improvisation—‘to play in the spaces of the music’. Aware that, whenever the quartet performed 23G, ‘something was happening that could really be extended’, Braxton evolved pulse tracks as a ‘flow of events’ that utilized ‘horizontal variables’ (rather than, say, the vertical harmonies of bebop) to define ‘the forward space of the music’. On a wider level, they can also be seen as one of his responses to a belief that, at this point in the history of the music, ‘we need new structural models, built on a broader perception of harmonic and rhythmic dynamics; models that will allow things to be put together in different orders’. After composing pieces with internal pulse tracks, such as Compositions 105A and 105B, and then adding the 108 set of separate pulse tracks, Braxton went on to create pieces that comprised layers of different but synchronized pulse tracks: Composition 115, for example, includes a pulse track for bass/drums and a pulse track for piano (while the saxophone is left free to improvise); Composition 116 has a pulse track for bass/drums, a pulse track for piano and a third pulse track for saxophone. (These pieces can all be heard on the two other complete concerts from the 1985 tour already released by Leo Records: 105A, 115 and 116 are on Quartet (London) 1985 (Leo CD LR 200/201); 105B is on Quartet (Birmingham) 1985 (Leo CD LR 202/203).) Pulse tracks also helped to facilitate the use of collage forms in the quartet music. For instance, two members of the group could be playing a 108 pulse track while the other two play a duo piece or two separate compositions. A further variation happens during the Coventry concert when the bassist plays from 108C during the first part of Composition 88, one of a set of four duos for reed and bass (or cello) that Braxton wrote in 1978. Versions of its companion pieces can also be heard on the other 1985 recordings: Composition 85, plus pulse track 108D, and Composition 87, plus pulse track 108C, are both on the Birmingham concert CDs; Composition 86, collaged with extracts from Compositions 96 and 32, is on the London concert CDs. Composition 96, for orchestra and four slide projectors, and early solo piano works, such as Compositions 30-33, were the other major components that Braxton was using in his collage forms at this time. Mark Dresser, Gerry Hemingway and Braxton himself all had different parts from 96, which they would play in designated solo spots and at other times during the concert at their own discretion, such as beneath another player’s improvised solo or during the interludes between the main compositions (which Braxton now termed «primary territories’). Similarly, Marilyn Crispell could choose to play from the extensive selection of Braxton’s solo piano music that she had available.

The 1985 recordings show these disparate elements fitting together remarkably well. This is partly attributable to the skill of the musicians, who are adept at leaning towards each other musically while maintaining their separate parts; but it is also a reflection of Braxton’s intention that collage forms should ‘aid understanding and unification’. That is, the point is not to create chaos but to fashion a higher form of order from it; to embrace a «total music» that is as inclusive of diversity as humanly possible. The notion of synthesis—on the musical, political and philosophical levels—continues to be the abiding impulse and ideal of all Braxton’s endeavours. [...]

Interviews

On the latter half of each CD, following the concert sets, we have included some extracts from the 15 hours of interviews that I conducted with Anthony Braxton during the 1985 tour. (These interviews formed the basis of my book, ‘Forces In Motion: Anthony Braxton And The Meta-reality Of Creative Music.’) I think it is always instructive to hear musicians talk about their music, and Braxton is a particularly articulate and engaging speaker. Although a couple of the extracts address the quartet music and the use of collage forms, I have selected mostly extracts that deal with other aspects of Braxton’s music in the hope of offering at least a few glimpses into the astonishing diversity and scope of his interests.

A couple of explanatory notes may also be of use. Frankie Lymon died at the age of 25. John Coltrane did not, as far as I know, record with Bill Doggett. The Michael Ullman book referred to is Jazz Lives, which includes a chapter on Braxton. Thayer’s The Life Of Ludwig Van Beethoven remains the standard biography. The ‘Black scholar’ who also wrote about Beethoven was J.A. Rogers. By ‘the Ancients’, Braxton is referring to the ancient civilizations of Egypt, Sumeria, China, Greece, etc: if you want to understand his titles better, his advice is to ‘read the Egyptian Book Of The Dead, the Tibetan Book Of The Dead, read the Mystery System teachings, go back and understand what took place in Luxor, in the libraries, in that period’. The third person who can occasionally be heard laughing and ‘clicking’ in the background is photographer Nick White. Finally, I should explain very briefly the passing references to ‘restructuralists’, ‘stylists’ and ‘the three degrees of affinity postulation’. Restructuralists, such as Charlie Parker and John Coltrane, are the people who bring about structural change and evolution by developing new languages. Stylists, such as Pau Desmond ana Warne Marsh, are people who work witnin existing languages/styles, but, at best, also invest them with their personal creativity. The three degrees of affinity postulation – ie, the three levels, to which the improviser can address him or herself—are a) with respect to self-realization; b) with respect to the ensemble and larger community; c) with respect to establishing a relationship to the higher forces (ie, the spiritual or mystical level).

A personal postscript
Coventry was the last concert that this quartet played for nearly three years. In September 1988, however, they reassembled for three concerts at New York’s Knitting Factory, which I was lucky enough to attend. One of my fondest memories is of our meal together, prior to the opening concert. at which Braxton raised his glass and proposed a toast to ‘life, love, friendship, respect and existence’. ‘Hrnmrn,’ grinned Gerry Hemingway. «I guess that covers it.» There never seems to be any space left in the liner-notes to say how much Anthony Braxton’s music has meant to me in the last seven years or to attest, on a personal level, to its spiritual beauty and realness. But, ‘life, love, friendship, respect and existence’—I guess that almost covers it! Thank you for your music, sir.

Graham Lock, October 1992
Graham Lock’s book Forces In Motion: Anthony Braxton And The Meta-reality Of Creative Music is published in the USA by Da Capo Press. Anthony Braxton’s Tri-axium Writings (Volumes 1-3) and his Composition Notes (Books A-E) can be ordered from Frog Peak Music, Box A36, Hanover, New Hampshire 03755, USA: telephone 010 1 603 448 1902.
Producer’s Note

It gives me great satisfaction to see the «Coventry concert» released in its entirety. A previous attempt by a German label to release it in a highly-edited form did not meet with Anthony Braxton’s approval. This recording concludes the documentation of the Anthony Braxton Quartet’s tour of England. To mark the occasion, it was decided to present Braxton’s followers with a very special bonus by including on both CDs some extracts from Graham Lock’s private interviews with Anthony Braxton. While listening to these conversations it is important to remember that at the time they were recorded it was impossible to foresee that these tapes would ever be published on a CD; the recordings had never been meant for broadcasting. Graham Lock accompanied Braxton’s quartet on the tour and he had to interview Braxton wherever, and whenever, an opportunity presented itself. For this reason, the quality of the recordings is not perfect. [...]

However, whatever one might think about the quality of the recordings or the editing, one thing is absolutely clear: Anthony Braxton’s personality, his wit, sense of humour, erudition, originality and many other qualities shine through. I hope that these extracts will help the listener to understand why he composes music the way he does, and why he plays his music the way he does. I also hope that his devotees will greatly enjoy listening to the master in a very informal setting. 

Leo Feigin

	Anthony  BRAXTON
	Four (Ensemble) Compositions – 1992
	1993 
	73:18
	label: Black Saint

Ensemble of 14 musicians, feat.: Anthony Braxton with Don Byron (см.) [cl, bass cl], Marty Ehrlich (см.) [fl, cl, a&t s, piccolo], J. D. Parran [fl, cl, bass cl, a cl, bamboo flutes], Warren Smith [perc], Amina Claudine Myers [organ, v], Guy Klucevek [accordion, bodysounds], Ted Reichman [accordion], Robert Rumboltz [tp], Roland Dahinden [trb], John Rapson [trb], Lynden Achee [steel drums], Randy McKean [cl, bass cl, a s], Jay Hoggard [marimba, vibes].

«If the artist does not perfect a new vision in his process of doing, he acts mechanically and repeats some old model fixed like a blueprint in his mind ....The real work of an artist is to build up an experience that is coherent in perception while moving with constant change in its development.»

There’s little doubt that Anthony Braxton’s remarkable career has followed a trajectory fully in keeping with the role of the artist as defined by the noted American philosopher and educator John Dewey, quoted above. Braxton’s vision is in fact so new, and the experience of his music so constantly changing, that even committed listeners can be dazzled, or dazed, by its complexity, variety, and originality. But these same traits provide the exhilarating challenge that confronts not only the listener, but also the performer, and Braxton — the composer and conceptualist — himself. The greater the challenge, the greater the rewards.

It’s been difficult up to now to gain a clear understanding of the evolution of Braxton’s music, as circumstances (having to do with varying aspects of the record industry, critical response, and economic factors) have prevented his music from being presented to us in its sometimes admittedly overwhelming totality. His earliest recordings were primarily small group explorations of open-form composition and improvisation (with Leroy Jenkins and Leo Smith fervent collaborators) or Braxton’s solo saxophone investigations. While the latter especially helped formalize the basic components of Braxton’s musical system — still in use today — it was hardly the complete focus of his music in the late ‘60s and early ‘70s. At the same time he was composing music for piano, for conventional and unconventional instrumental combinations, and conceiving the «language studies,» «collage forms,» and «conceptual grafting» which have been the theoretical foundation for his ongoing compositional efforts.

Through the ‘70s and ‘80s Braxton covered an amazing amount of ground in his reconsideration of the standard quartet format (which includes his closest relationship to the jazz tradition, and which is still potently meaningful to him today), and we’re fortunate to have such a thorough documentation of his quartet musics on disc. But the popular and increasingly critical success of his quartets have overshadowed his work in other, less immediately accessible, formats. Over the years he’s devoted more and more time and energy to grander projects: orchestral scores, operas, ritual/multi-media presentations. Ironically, those rare occasions when a piece of Braxton’s «composed» (ie: non-jazz) music was recorded made it appear to some as if this were a minimal part of Braxton’s activities — or worse, a naive attempt to mimic European classical procedures. In fact, Braxton’s compositional vision has from the very beginning involved inspiration from a wealth of sources, which is why, in all sincerity, he has acknowledged such diverse influences as Paul Desmond, Arnold Schoenberg, Frankie Lymon, John Coltrane, and Karlheinz Stockhausen; these do not appear as recognizable soundbites sprinkled throughout Braxton’s music, but rather act as, if you will, vibrational roadsigns, inspiring Braxton towards different structural directions without specifying particular details. Even his work «in the tradition» has come under criticism, based upon the fallacy that there is only one, ideal, way to interpret Monk, Tristano, or Charlie Parker — or, for that matter, to swing, when, as such a creative individual, it is precisely his unorthodoxies which are valuable and vital.

Chamber music, in European terms, has a tradition too, and as we have received additional examples of Braxton’s large ensemble conceptions (from such labels as Black Saint, hat Art, Leo, New Albion, and Intakt) it becomes easier to recognize the areas of similarity and divergence in his methodology. In this regard, 4 (Ensemble) Compositions 1992 is an important recording. It not only gives us two new compositions (numbers 163 and 164), but also allows us views of two previously recorded works, highlighting the differences inherent in the music’s realization. Crucial to the music’s interpretation is the personnel, and here, for the first time, Braxton has been able to handpick an ensemble. His choices are significant. Unlike, for example, Stockhausen, who occasionally incorporates indeterminate or improvisational elements in his scores, Braxton here utilizes musicians with primary experience in jazz improvisation, giving these performances a unique personality.

Three of the compositions (numbers 100, 163, and 164) are what Braxton calls «tri-metric;» that is, works which incorporate not only notated material, but also interpretation of his 12 types of language states (or methods of improvisational activity), and what Braxton has called a «synthesis context,» or the conceptual scheme of events that occurs. «Composition 100» involves «corridor structures,» by which Braxton means « a system of gates and pathways of navigation through a particular sonic / architectonic state.» This results in an expansion and contraction of ensemble density, as the instrumental relationships form, dissolve, and reform, and the music is resolutely orchestral in its textural and developmental implications. The more static nature of «Composition 164 creates brief silences and sparse openings in the ensemble fabric for individual statements. When various instruments combine in unison phrase groupings, the effect sounds spontaneous and is not sustained, so that amid the continuous instrumental engaging and dis-engaging the colors and textures are always changing. «Composition l63» seems much more intimate, and the silences now become part of the structural tissue itself, the connecting glue that holds the segments of sound together, forming what Braxton has called the «sustained sound / space logic.»

«Composition 96,» a pivotal work in Braxton’s output, differs as an example of orchestral «collage form,» employing «multiple line musics» (or unrelated phrases played simultaneously by individual instrumental voices) as well as sectional combinations. That the multiple lines can be separated from this context and used independently elsewhere within Braxton’s music is exhibited by their appearance in other recorded performances for orchestra (the London Jazz Composers Orchestra on Intakt), septet (at Victoriaville, on Victo), and quartet (at Willisau, on hat Art). First recorded (on Leo Records) in a 55-minute orchestral performance, «Composition 96» is here heard in a new version with drastically reduced forces and excerpting from the full score. The simultaneous layers of activity do not cause, as one might expect, a confusion of concerns, but instead a complex organization of relationships, heard from a different timbral and textural perspective.

In its simplest definition, all of Braxton’s music is designed to allow inter-relationships and provide options and outlets that direct the musicians (and listeners) through possibilities known, unknown, and intuited. The choreography of his ideas becomes both motif and motivation. This special ensemble responds with idiomatic interpretations of the elusive material, integrated into the flow, mood, and architecture that is the music of Anthony Braxton. It is n human music, as, in the poet Charles Olson’s phrase, it is a human universe, new, and constantly changing.

— Art Lange, June 1993

	Anthony  BRAXTON
	Anthony  BRAXTON  &   Mario  PAVONE: “Duets (1993)”
	1993 
	64:26
	label: Music & Arts

9 дуэтов Anthony Braxton’a с басистом Mario Pavone (Исполняются 2 стандарта и собственные композиции).

      Bassist Mario Pavone (b. 1940) has played and recorded with Paul Bley, Bill Dixon, Dewey Redman, Marty Ehrlich, and Leo Smith among others. Pavone says of his collaboration with Braxton: “Anthony Braxton is a brilliant musician and composer. I have been influenced by his vibrant, and complex music for over two decades. So naturally I was honored and extremely delighted to do this duo project. I am always surprised at how underappreciated Braxton still is. He is a national treasure, and one can only hope that the arts and music powers that be will fully recognnize this — and soon!”

	Anthony  BRAXTON
	Derek BAILEY & Anthony BRAXTON:

“Moment Precieux”
	1993
	48:58
	label: Victo (Canada)

Anthony BRAXTON [a&s saxes]; Derek BAILEY [el g]. Perf. live, 1986.

Compositions:

The Victoria And Albertville Suite, part I and II (23’31’’ + 24’35’’)

OF INTELLECT AND ACCIDENT

Looking at them, and knowing anything at all about their respective backgrounds, it's doubtful that two musicians could be more dissimilar. But that's precisely the point. The music they make together, an unlikely harmony of intuition and abstraction, revels in exquisite serendipity. Intimate and open, it acknowledges the primacy of the (immediate) moment—spontaneity, attention, urgency—without denying its (eventual) opposition—sustained emotion, elasticity, tranquility. Like life, it can border on the cruel, find zones of comfort, confront illusion, seek the truth.
Here, the guitar becomes a percussive agent, agile and inquisitive; detached gestures and terse phrasing emphasize texture, projection. Tactile events—shards of splintered chords and ringing notes, resonating chunks—negotiate a new eloquence of melody. Blown reeds outline melismatic contours, suggest prismatic colors, but when provoked shift from conscientious narrative into "purer" expression, sheer timbre. Liquid motion defines lyrical states of being, all various and alert.

Together, they realize a duo of dynamics in human proportions. Nothing is constructed or certain, nothing is deliberate or denied. Form, an area of agreement however tacit, is once again the extension of content. In consort, point equals counterpoint. The key is that they need not adjust. There is no room for reconciliation; each event creates its own identity, its own space. Activity invents understanding, meaning: clear, dry polyphony is a transparent argument—vibrant, messy, serene—in an environment of tolerance and trust. Everything is melody. Everything is in order.
ART LANGE, October 1993
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	Anthony BRAXTON & Evan PARKER:

"Duo (London) 1993"
	1993
	47:39
	label: Leo

Anthony Braxton & Evan Parker – two virtuosi at the London Jazz Festival.

Утром джунгли просыпаются, сквозь птичий щебет проявляются крики буйволов, пекари, бабуинов и прочей экзотики. Диск можно использовать как не-банальную фоновую музыку в автомобиле или во время каких-нибудь домашних занятий. Во время творческой деятельности этот CD будит ваше воображение, не отвлекая от дела излишней содержательностью. Такие идеи возникают отнюдь не от того чтобы хоть как-то использовать эту музыку, но – поймите нас правильно – вы оцените настроение и заряд импровизационных композиций дуэта, если попробуете поэкспериментировать подобным образом. И вы будете благодарны этой записи за её полезность и уникальность в таком режиме «эксплуатации».

. . . On Sunday saxophone improvisation of an intensity, virtuosity, drama and balance to tax the memory for comparison not just in this year but over many years, took place between Braxton and Parker. It made few explicit references to any orthodox idioms, but by its sheer drive and forcefulness, it made its own logic an entirely trustworthy guide. Braxton and Parker are two of the foremost saxophone virtuosi to have developed out of the sixties avant-garde. Yet Parker, though his first inspiration was John Coltrane, has constantly developed a saxophone vocabulary that was already massive by the mid-seventies and has latterly augmented the hoarse dissonances of his investigations of harmonics with a quiet, reflective tonality echoing the white Lester Youngians like Warne Marsh and Stan Getz.

Braxton is a long-time Paul Desmond as well as Coltrane fan, so though his set with Parker was improvised from the off, there were several passages in which it uncannily resembled fifties cool jazz horn counterpoint without the beat.

But the effect of such modulations of traditional free-jazz methods was not to wade in jazz history but to provide dynamic contrast which the style has often lacked. Elsewhere, the two set an astonishing variety of sounds in motion — including circular-breathing exercises in which Braxton would set swooping, richocetting lines against the unflinching repeated figures Parker can sustain for minutes on end.

Towards the end of the set it was Braxton who both referred to tunes more, and seemed to be intentionally challenging Parker’s more implacable tendencies to explore repeated motifs in detail, but it was the differences as much as the similarities in their work that made the event so remarkable.

John Fordham (An extract from the Guardian, May 26, 1993)
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	Composition #174

(For Percussion Ensemble and Constructed Environment)
	1994
	44:57
	label: Leo

COMPOSITION NO 174 (story)

The loading deck has pulled up to port gate no. 4 and a group of professional mountain climbing masters begins the task of unloading supplies and climbing gear for the new expedition. "OK, here we are, people -pull in that line cord," says Zakko. "Let's have an instrument check before pulling out," replies another linesman (probably Joreo). (From the speaker voice box) - "WE ARE NOW CLEARED FOR DEPARTURE – PLEASE BACK AWAY FROM THE TAKE-OFF AREA." The starting team has now assembled, and Zakko takes out his notes: "Welcome to sector five, people, and prepare yourselves for the parameters of the moment," (a team of six or more people are now circling Zakko – the talks can now begin.) "It's good to see everyone again," (there is a general commotion while Zakko is speaking – let's say a kind of 'mumbling sound rumble' is taking place at the same time.) "Check your equipment, people," he says while adjusting his belt, "departure time in four minutes for the north slope region. A team of mountaineers has now come together in the spirit of the old tradition. "This territory can now be explored in the same manner as the early west," cries Ashmenton (who for this story plays the part of Ivanhoe-connector no.2.) "We had better move out quick!" answers Shala. "There's rumour of a big snowfall in the early evening. Our team will have to secure 12 station points by sundown or the primary paths will contain only back street exits (on the northeastern end of the mountain)," interjects Alva. "Whatever, we will always have both individual and group support systems in the model so that at every point both internal and external needs can be met (on whatever level), " says Ntzockie. Suddenfly the microphone turns on: "Welcome to Baker's Mountain, people. We feel our park has the best slopes in the region and thank you for travelling through the ALVA TERRITORIAL REGIONS. Our aim is to create the kinds of environments that can serve your needs. The friendly traveling musician is asked to come and experience our facilities and tour through the mountain region of our fair province – and make yourself welcome as one of the family."

As the elevator ascends the group to the first plateau, Helena (who in this story represents 'connector group 4 interest') says, "Watch out, people, for the cliffs in these areas – there's little room for error in these parts. Keep yourselves together in one formation or the costs could be serious – for all of us! " "My map says that a tour path for this sector will establish three routes of "approach" that morror the composite "balances" (schematic) of the area model," cries Bubba John Jack (who for this story is ski captain and guide for class M tours). "Don't worry," says Shala (navigator of team MM), "we can take this quadrant without any problem." She goes over to the elevator window and looks out while talking,. "I've seen the imprint of some of these paths before. The change from station to station is what interests me. With the right attitude it's possible to outgrow any de-evolutionary extension – and our focus can help clarify the kinds of decisions that will promote positive mapping and also demonstrate the properties of the 'new models'." "Boy! look at those mountains," cries Ntzockie (who in this story is guide no.3) "I can't wait to have a shot at that peak over there!" Suddenly the sound comes back over the microphone: "We are now coming up to port gate no.1 for the beginning of the ride. Please fasten up your gear, people, and thank you for coming to Alvaland. We appreciate your service and do hope to see you again in the future." As the elevator moves into position to release the passengers, Joreo whispers to all, "synchronize your watches, people; we meet at station no. 1 at two o'clock for calibration. . . at that point we'll take note of the composite situation. Brace yourselves people, here we go! " (And they are off...)

"Welcome to the path trajectory no. 1, people," says the new voice from the microphone. "From this point on, you are officially engaged into the system. Travel safely and have a positive experience." The movement has now begun and the friendly traveler has now begun to explore the terrain of the music. ZOOM! - ZOOM! -ZOOOOM! - (etc.) From the microphone: "STARTING FROM CENTER POINTS - NO 6b, NO 17, NO 23 and NO 30. Please notice the beautiful snow valleys over near the ridge area. We are very proud of this aspect of the valley." "Look at some of the images in the eastern front," cries Ojuwain. "This is really an open and closed time space! "Stay in formation," cries Bubba John Jack. "Have fun, but please remembrer that there is a continuum to deal with." From the microphone: "Trail NO 27, NO 7b and NO 2f, move into the NO 44 (at d5) and NO 57 moves into station R49 and M100. In this section you can see some of the original materials of the early samples. The snow in this region is very mild compared to what's ahead and yet, skiing in this region has always had a special charm." "What about the temperature in these parts," says Shala. "I heard it gets very stiff in the valley regions." "Hey, check out those canyon responses," says Alva. "Already I'm starting to feel some kind of climate change," cries Ntzockie. "I'm glad we took the precaution of the new insulation devices." The travelers are now moving into the sonic valley of the music, down through the winding corridors of the brady regions into the twists and turns of the resort area. From the microphone, Helena speaks: "At junctions NO 60 (at letter c) and NO 37 the friendly traveler can stop and sample the lovely ridge gardens of the village area - it's possible to even chat with some of the people from the region; they're friendly around here, people. From Sector NO 147 (5a + 23n) and NO 3 (third section) be sure to prepare yourselves for pictures of scenery of Old Ed's Farmhouse on junctions K 55 and RRR 16. The farmers in this region are proud of the level of transfer in their community." "Changes occur very slowly in ALVALAND," says Ashmenton. "Sometimes it's there without you knowing it until it's in your face." Check corridors NO 123. (33 + 44) and KK11 (23f + 99a) and NO 115 (+7). Junctions NO 88, 45 (+69 C) will translate into R37 and G 40a (or even 40m by the year 2000)." "Trail formation g99, 28 and NO 87 (+30) is a mirror image of NO 34, 55 (+36r) and NO 77 (with the exception of NO 42. which comes with the unique terrain of these parts)," says Shala, speaking on the public address system.

ZOOM! ... ZOOM! ... ZOOM! (the sounds of three passing skiers) 

(From the public address system):

"Rock formation sectors N22 and RCN 67 can be experienced on many different levels, depending on your needs of the moment. At points NO 60 (g43 + k7) and MW 22 the friendly traveling vacationer can relax at any number of fine hotels and inns. Follow the blue path rails into junctures 23m and 20. Many of our guests will find themselves fascinated with the diversity of this area. Sound attack images in this fantasy context can give a fresh understanding to the challenge of quick occurrences, and responses, for that matter. Follow the yellowish path strategies in the rocky regions near points K-6 to NO 40." "The snow in this region has always been good for the whole winter process," cries Ojuwain. "Take junction 23c into S33 (last section) and GX 34 (22a + 99m) into NO 23d. The middle quadrant formations can also be experienced in the same manner but you are asked to be mindful of the changes in atmosphere. In Alvaland, our aim is for guests to have maximum possibilites for exploration and surprise." "At Peaks Cliff – moving on out to the southwest territories, one can experience quick changes in the sky – from shadow to reflection," says Ntzockie. "Use trail G65 and WW 27(c) into the Washington area to better observe this phenomenon." "Press junction corridors CQ 8 (99b + 14) and NO 88 to travel to the southern region where this same image can be seen in reverse," adds Joreo.

(Shala speaks over the public address system):

"FOR M CLASS TRAVELERS:

SCALE THE NORTHEAST CLIFFS 

SCALE THE SOUTHERN SLOPES 

SCALE THE VALLEY PEAKS AREA 

SCALE THE RIDGE SECTORS"

"At rest area BB 34 and S 22 (+ 4m, 3, and NO 62) please be sure to explore the jumping distance potential of the landscape. Intervallic mapping in this context could try trail routes 4, M8, 6e and NO 99f. Road constructions in these parts are not always satisfactory, but this goes with the terrain. For this reason the friendly sonic traveler is asked to maintain a complete operational work gear," cries Zakko. "The use of effective ropes in these kinds of situations can be of immense importance for rapid level changes. Alvaland prides itself on the ability to react to multiple changes in the system without destroying the principle focus of the logic. NO 4 swoops into m99c, NO 84 swoops into KK 99 (+55, and aa24), NO 39 swoops into R40 or 119 and NO g144" "For myself, people, I'll take the ramp off-shoots for dynamic breath scans," says Bubba John Jack. "This new gear makes it look easy!" cries Alva. "For zig-zag like movements be sure to protect the flanks of the trail group," cries Helena. "There are snow warnings for the southwestern territories," adds Ojuwain. "When this occurs please consider alternate routes R153 and NO 77." "And please decrease speed limits in those areas, people!" cries Helena, "and please do not feed the animals." "What about the brandy dogs?" asks Ashmenton.

ZOOM!

(From the speaker)

"THERE ARE SIGHTINGS AT TARGET AREAS HC7, HC44 AND WN 65."

"The tunnel system in Alvaland has always made this region a great tourist attraction. To experience the underground mine system the friendly traveler is asked to consider routes 99h, 5 and g104. Our mines are of the highest quality – with the latest innovations in technology," cries Shala. "There are at least three levels to this environment that we know about." cries Ntzockie, "Some of these caves have never been explored - not to mention the legend of Sleepy Hollow," cries Ojuwain. "We believe that our system is the safest in this region," cries Ashmenton. "The concept of sound mass exploration in this context gives the friendly traveler a chance to have a moment. Fog formations in this region have always been one of our greatest attractions for coastal dwelling peoples", says Ojuwain. "Our structural system has been designed with the breakthroughs of the modern era," cries Helena. "Primary station landings at this point have landing strips in the same way airport systems allow for radar automated landing possibilities. Take routes B14, MQ 29. N0105, and R 82 to experience the internal logics of this feature. Landing strips AA will connect into NO 96 (which maybe is 'overly used', but at this point in time it was a question of "available parts")

"Landing strips JZ will connect into NO 9

Landing strips RQ will connect into C36

Landing strips CK will connect into NO 77a (+42)"

(From the microphone):

TRACE WINTER ECHO PATTERNS

"For synchronous positions try M66, BF 124, and W43", says Joreo.

TRACE HOLIDAY ECHO PATTERNS

"For extreme weather patterns try CX11, NO b105, and J45," says Ashmenton.

TRACE SUMMER ECHO PATTERNS

"For swimming: NO 4, NO c54. and G73," says Alva.

TRACE NAVIGATION ECHO PATTERNS

"For composite bearings and group re-solidification LL31, NO r79, g56 (+31)," says Ashmenton.

"The grassy areas of Bakers Mountain have demonstrated a kind of harmony that city dwellers find appealing. At station number 2NG there is a new class of settlement buildings that contain recreational services of every type. Try routes 55, 40m, NO 2 and DK 9 for group strategies – try NO 134 for individual experiences and finally try D17, LN4 and N032J, for transfer patterns. There are residential areas in this region where expanded construction regulations now permit new Las Vegas-like entertainment structures – I hear Donald Trump is building something in this area" cries Zakko. "Zoning codes in the new model will seek to address the widest possible audience - this will be part of the new flexibility of the next time cycle," cries Helena. "Take interstate junctions B22, NO 30 (7G + 2) and NO 84 to observe this feature of our region."

(Voice on the public mike system):

"SLOPES 3 INTO 7 

SLOPES 6 INTO 45 

SLOPES 2 INTO 5 

SLOPES 99 INTO 4 

SLOPES 8 INTO 1"

"The basin region of this sector reminds me of an Australian landscape image," says Ojuwain. "There will be much room in this model for dynamic exploration and discovery," says Shala.

"At dry gulch cliffs be sure to:

circle to the left (after junctions S4, 44c. and NO 43) 

circle to the left (after bridge crossin9 T11, WW5a, and NO 18) 

circle to the right (after area jump points c33, NO 99c, andw44 

circle to the left (after canyon station K44, g30, and NO 1 f9) 

circle to the right (after tower signals M43 (8c + 4), and NO g94".

"Rescue stations in the Baker Mountain region are plentiful and strategically located - in every area of the mountain," says Ashmenton. "We have tried to prepare for the dynamics of our situtation," says Bubba John Jack. "Follow paths G40, RR 30, and N033L if you find yourselves in the north slope area," says Alva. "Follow paths W45, Z5 (44 + a4) into the more heavily populated areas for assistance. Our people will be there quickly to assist any kind of emergency." "Jumping strategies in this area will contain a spectrum of approaches that will accent the possibilities of the music," says Helena. "Fast jumps take s70 + n33 (3), medium jumps take NO 44 b 4, high jumps of professional status might enjoy NO 13 + N099n." "Adjustments can be made for both single and group experiences - depending on the needs of the moment," cries Ntzockie. "If you find yourself in the soutem tip area it might be worth it to drop in on the remaining silver stockpiles that form the contours of the region," cries Joreo. "Back in the early period this was the source of many new strategies about form and space," says Ojuwain.

"In the marsh line sector the friendly musician traveler should consider taking a right at junction flats at B10", says Ntzockie. "This area is one of our favorite summer attractions - but in the winter use alternate routes AN 5 and NO 40 which might be safer and more effective." "The Disney people are coming to help us with this problem. In the future every path line will have winter and summer lighting with the addition of full rest area facilities," says Helena.

(From the voice box):

"WE HAVE BEEN ADVISED TO ASK ALL TRAVELERS TO SPLIT INTO TEAM GROUPS AT JUNCTION WWB."

K     JUNCTURES INTO NO 44 

MW   JUNCTURES INTO NO 7 

RP    JUNCTURES INTO NO c44m 

S     JUNCTURES INTO NO D3 

BX    JUNCTURES INTO NO 7B + 2m

GRADIENT INCLINE PATHS WILL OCCUR AT JUNCTION B103, 30, AND a44.

STEEP INCLINES CAN BE FOUND AT M3, M7, AND NO 40k.

"Tracking logics in this sonic three-dimensional world are earned out with the latest equipment and with professional discipline," says Ashmenton. "What about the snowman sightings in this area?" asks Bubba John Jack. "Is it really safe to be in the wooded area at night without the tour guide?" asks Shala. "I've heard about those camping stories, people," cries Ojuwain. "What about that snowman incident?" cries Bubba John Jack. "What about the animal population in this area?" cries Jero.

(From the voice box with natural voice interjections):

"TARGET THE CAVE REGION (using K signal relationships) 

TARGET THE WOODED AREAS (using the night scope path finders) 

TARGET THE RESIDENTIAL COMMUNITIES (using 'heat finding technology')"

"We can now locate any component in the entire system," says Joreo. "Come on people, lighten up and enjoy the opening of a new era," says Helena. "We need to have a little more involvement in the operating space of the music." "At Baker's Mountain, your needs are our challenge. There's nothing like a good mountain climb to loosen up the arteries and thicken the blood," adds Alva. Now the tour guide (Zakko) comes to the end of the defined track/rail and turns to the group. "Now that you have made it to this region I trust that the rest of your journey will be safe and meaningful. Please set your compasses at this point and calibrate all measurements to the specifications of the system. If you are not back by nightfall our team will immediately begin a search for you. Now that the new JJ system markers are available it will be no problem to locate your whereabouts. In the event of a spill follow the central KK lanes. This will make your rescue even easier. Refreshments are available at all triple EEE target areas."
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Anthony Braxton with: Han Bennink [d], Pheeroan akLaff [d], Paul Smoker [tp, fl h], Joe Fonda [b], Misha Mengelberg [p], Ari Brown [t s, s s].

NOW'S THE TIME (An Interview with Anthony Braxton)

(In May 1993 I was able to conduct a lengthy interview with Anthony Braxton, who was in London to play at the city's annual jazz festival. Among the various topics we discussed were AB's feelings about the tradition, his reasons for recording this set of Charlie Parker compositions (then five months in the future) and some of the early influences on his music. Although cer​tain of the latter may not be readily dis​cernible on these discs, I think they do throw a new and interesting light on AB's relationship to the tradition, not least because there are several names that, as he says himself, "most people would never associate with Braxton".

Nevertheless, even on a project of this kind, I think it is clear that AB is less concerned with excavating roots than with exploring routes. Bebop, in its initial phases, sounded fresh, provo​cative and experimental. It is a measu​re of AB's achievement here that (with the help of six outstanding musicians) he is able to rekindle those qualities, showing that he shares with Charlie Parker not only great instrumental faci​lity but a questing intellect too. As Max Roach said ten years ago of AB, "I think he exemplifies the spirit Charlie Parker had -- the fact that he dares to do something different, to try another direction." It is in this sense that AB can be considered a true heir of Charlie Parker. There is no one in contempor​ary music who better demonstrates the latter's famous dictum that "man, the​re's no boundary line to art".

Anthony Braxton takes this wonder​ful legacy of bebop and makes it speak anew. But in doing so, he is only rene​wing Charlie Parker's promise -- the promise that runs throughout the African-American creative tradition -- that now is the time the music can and must address.

--- Graham Lock, January, 1995 )

AB: ... In the notes for the Steep​lechase record, In the Tradition, I wrote: 1) that I loved the tradition, and 2) that I felt I knew many compositions from the tradition, but there were still many compositions to learn. I felt then, as I feel now, that this is a valid positi​on, as opposed to the concept that you have to learn every piece of Louis Armstrong's, every piece of Duke Ellington's, every piece of Charlie Parker's, every piece of John Coltrane's and Charles Mingus's, and then maybe you can start to find your own music. I don't think real life works like that.

My exposure to the neo-classic movement in this time period only vin​dicates that. Tradition in the 80s and 90s has been used in a way where it has become the only component. I don't think this is a healthy use of the tradition. I think the tradition should always be a component, but no more than one third of the model, and that's how I've tried to approach it: tradition as a component. And a component that doesn't determine the feel of composi​te relationships, but is there as a source whose fundamentals can be tested and reshaped in accordance with the particulars of whatever is being built.

GL: Can you explain how your plan​ned Charlie Parker tribute fits in with what you are saying about the tradition?

AB: I have two strategies for docu​mentation of traditional materials (though I hope to establish a third). The first strategy has been to record stan​dards from the repertoire, like the In the Tradition records and the Seven Standards records, which gives me the opportunity to play some of the existing material, including the American Song Form tradition. For instance, I haven't recorded 'Don't Blame Me' or 'Darn That Dream' -- I've always wanted to play and document those compositi​ons and one day I hope to do that.

The other strategy is to record the music of one composer. Thus far, I've been able to do projects with Mr. Monk's music and Mr. Tristano's music. I'd like to hope that these category -- two projects will extend to people like Andrew Hill, Duke Ellington, Dave Brubeck ... I love their music. As for Charlie Parker -- I have not talked of Charlie Parker as much as I've talked of Warne Marsh, but I have reasons for that. Everyone talks of Charlie Parker and nobody talks of Warne Marsh, yet he was one of my guys. So it was part of my responsibili​ty as a student of his music to talk about him and to make sure that the documentation includes his name, because I felt he was being ignored.

But I've always loved the music of Charlie Parker. As an alto saxophonist, there's no way to get around the fact that Mr. Parker's music would be the genesis music that opened up the fifth restructural cycle.1 And I've tried at every point in my so-called career -- if this is a career! (Laughs) -- I've tried to demonstrate my interest in Mr. Parker's music by recording it. We did 'Ornitho​logy', 'Donna Lee', 'Yardbird Suite' ... So I'm looking forward to the project that's coming up because it will be an opportu​nity to document something from Mr. Parker. His music is wonderful to play and it's very different from Mr. Monk's and Mr. Tristano's.

GL: Is there a particular reason why you've chosen to do the Charlie Parker project now, rather than, say, the Andrew Hill project or the Dave Brubeck project?

AB: Because I started buying Charlie Parker records again on CD. I got into debt all over again! I bought the Mosaic Charle Parker set, Mr. Benedetti's recordings. Suddenly, about four years ago, I started buying Charlie Parker CDs and I found myself thinking, hmm, before contemplating a Charlie Parker project I want to immer​se myself in the music. So, after the listening I've been doing in the last four years, I feel I'm at a point now where I'm ready to tackle it. In the past I knew many of the traditional Parker compositions, but, for instance, I've never played 'Confirmation'. I can't believe it! I learned pieces like 'Au Privave', 'Yardbird Suite', 'Milestones' ... maybe ten or 15 compositions. But somehow I never got to 'Confirmation', so I want to play that.2 I had never played 'Charlie's Wig' before, and that is now on the solo concert CD.3 So I found myself feeling, I'm ready now to approach this music.

Not to mention the blues compo​nent in Mr. Parker's music. I had never had the Kansas City blues devices down, because I was not really inte​rested in the K.C. blues. But it's diffi​cult to approach Charlie Parker without a good understanding of those devices and I'm still working on it. Before I'm 90, they'll call me Blues Boy Braxton. (Laughs) I'll show 'em! But even then I plan to find my own way to do it -- it has to be honest.

I did not, as a young man, come from a blues attraction, as such, which one might find somewhat strange, especially since everybody in my family was deep into blues. Maybe that's why I wasn't into blues in the traditional way. I wanted to, I had to, find my own space. Besides, what touched my heart touched my heart. I make no apo​logies for my interests. I mention it only to say that as I began to experien​ce the music of Mr. Parker, in the last four years even, I found myself thin​king, I'm gonna go back and examine my understanding of blues logic.

This interest is also connected to teaching the history of African-American music at Wesleyan. Suddenly I have an opportunity to go back and study the continuum of the music. And so I deci​ded to increase my practice on the piano. I want to play piano! I want to have on the piano the facility to demonstrate in the classroom whate​ver I need to. So, who knows, maybe Fats Braxton will appear one day! (Laughs) I'm beginning now to study stride and ragtime. I am also re-exami​ning the Kansas City blues logic devi​ces and the music of Robert Johnson and the Delta restructuralists. In this time-space, I have turned my focus towards these areas as just some of the areas I seek to learn more about.

So a project on Mr. Parker's music becomes, well, even more interesting to me. Although my classes on Mr. Coltrane's, Mr. Mingus's and Mr. Coleman's musics have only whetted my appetite to do projects on their compo​sitions. I've always loved John Coltrane's music and I learned a great deal of it coming up in the 60s. Though, for instance, I've never played 'Expres​sions' or 'Reverend King' -- and I love those pieces. It's really just a question of how to do those projects and not have them get in the way of what else I want to do. Because, in the end, I'm not interested in mastering their musics so much as I'm interested in evolving my own. I don't want to become the 'divine stylist', I want to create a music that reflects the experiences I've had in 1993, in the time period we live in, just as they did in their day.

GL: Presumably, the variety of those experiences is one reason why you per​form such a broad spectrum of musics.

AB: I'm interested in music as a composite phenomenon, so I seek in my discography to not have every record sound alike. This was why I ori​ginally sought to distinguish myself from the free jazz people and from the bebop people and from the serial peo​ple. In fact, I'm in the same position now as I was in New York back in 1970, when I discovered, wow, the Uptown people don't talk to the Downtown people, the jazz people don't like the avant-garde people, and no one listens to circus music. I wan​ted nothing to do with that kind of atti​tude. I was interested in all of the musics. But I was interested not so much in a concept of world musics whereby I play a little African music, a little bossa nova ... Rather, I wanted to incorporate what I was learning from world musics into my model. The study of world musics can give one a dyna​mic understanding of fundamentals, because by studying the music of diffe​rent cultures and different time-spaces, you're able to better understand the genesis constructs that support the architecture. So the question is, how can I take that information and integra​te it into my model? I have always referred to myself as a student of music. That's what I am and that's all I want to be.

GL: On the first Seven Standards LP, you play Clifford Jordan's 'Toy'. I know that, like you, Mr. Jordan came from Chicago, so I wondered if there was a personal connection there?

AB: It was kind of a personal con​nection, coming from me. Mr. Jordan is one of those instrumentalists who I would not normally think to talk about in an interview, but, in fact, as a young guy I listened to his music. I had records by Mr. Jordan, and his 'Toy' was one of my favourite compositions. I recorded it as a way of saying 'thank you' to Mr. Jordan. The last time I saw him was in Atlanta, Georgia, two or three years ago, and he had heard about it and he told me he was going to check it out. Now that he's gone, I'm not sure if he ever heard it, but I'm happy that he had heard I did it. I've always had a great deal of respect for the music of Clifford Jordan. He was not a profound influence, but his was one of the musics that helped me along the way.

Another guy -- Wilbur Ware! I never talk of him, I never think to talk of Wilbur Ware. But he was important in my life, he helped me many times. In Chicago, he had a kind word for me when other people ... (Grimaces) When I went to New York, the second or third time, with the intent to live there, it was Wilbur Ware who helped me to survive. He took me in, and I lived with him for a couple of weeks. Most people don't even realize that he was an ally, a friend. We never played together publicly, but he was one of the guys who helped me, in the music and in my life. I don't recall talking about Wilbur Ware to anyone before, so I'm grateful to have the chance to redress that.

And Jimmy Woods, the alto saxo​phonist who worked with the Gerald Wilson Orchestra and who also recor​ded for Contemporary -- he's a player who was important to me. Another guy -- Gigi Gryce. Rarely do I talk of Gigi Gryce, yet his recordings with the Jazz Lab Quintet were important to me. Suddenly, as a young man, I'm buying this record with a group of African-Americans on the cover -- and they're in suits, looking very serious, very intellectual. For me, as a young African-American guy, growing up and reacting against the notion of 'primitive' that the jazz business-complex uses -- the 'exotic' African jazzman -- to suddenly be exposed to Gigi Gryce and the dedication and profound intellectual dyna​mic that the group brought to their music was very important to me.

There's another guy, I can't even think of his name ... Anthony Ortega! And Giuseppi Logan! They were serious guys who were exploring the music and who never got credit for it. But their work helped me. When I got out of the army I bought their records immediately. I was hearing about this label, ESP, and I began to search for the records and I really loved their music. I felt that they had something different. Not that I was against any​thing, but ... how can I say this? ... I was less interested in some things than in others.

Joe Henderson! Another guy most people would never associate with Braxton, but I had all the Joe Hender​son records. In 'n Out, with the com​position 'Punjab'. Whenever I see Joe I always say to him that I want one day to record 'Punjab'. I love Mr. Henderson's music and I'd like to do a record of his compositions. They weren't restructural, but somehow he flushed out a concept space that had its own charms. His improvisation too. Many of the 80s and 90s stylists would take his language, but he has a way of playing the blues that still doesn't sound like anybody else.

GL: Talking of Joe Henderson re​minds me that you mentioned Andrew Hill earlier as a composer whose music you'd like to record.

AB: Yes, Mr. Hill! His works, his improvisations, are unique. His sense of time is unique, his sense of rhythm is unique. His compositions map out a very special place. As a composer, Andrew Hill has written a body of musics. Most people don't realize that he's written string quartets. I think of Mr. Hill and I'm reminded that, yes, there has always been a continuum of African-Americans who have been inte​rested in exploration and creativity and science and composition.

Someone else who most people would never think of as an influence on me -- the American master John Lewis. The Modern Jazz Quartet. I had all their records. Leo Smith and I played all their

records, we debated their records. Leo and I used to stay up all night, arguing about everything! I would not normally think to mention them in an interview -- but the body of musics they documented was an influence on me.

Here's another guy -- the great American master Rahsaan Roland Kirk. Mr. Kirk was one of the first guys to let me play with him in Chicago. He was always very encouraging. Mr. Kirk was a very nice guy, he always helped out young musicians like me. And another guy -- Eddie Harris. I learned a great deal from Eddie Harris, he has always gone his own way. Mr. Harris and Mr. Kirk evolved a body of musics and I was influenced by those guys. At this point in my life, as I look back on me as a young guy trying to understand my own self, it's important for me to remember these individuals, because I did learn from them. It wasn't just Warne Marsh and John Coltrane and Karlheinz Stockhausen. And yet ... look, I'm ready now to spend 200 dollars on a Stockhausen opera CD-set, so I guess that puts it in perspective. (Laughs)

But if the question is, Anthony Braxton, 48 years old, what about you and your life and your work in an ex​tended sense, then I'm very grateful to have the chance to mention Clifford Jordan, Gigi Gryce, Jimmy Woods and those guys, because they were original players and I've always respected their music.

1) AB talks of creative music history in terms of a series of "restructural cycles", which he identifies by reference to dominant localities or players. So the fifth restructural cycle "takes us back to New York and the work of Mr. Parker"
2) AB did record 'Confirmation' for this set but because of technical problems, which produced distortions on the tape, this track (and several others) have had to be omitted.
3) Wesleyan (12 Altosolos) 1992, hat ART CD 6128.

	Anthony  BRAXTON
	Anthony Braxton and Mario Pavone Quintet:

"Seven Standards, 1995"
	1995
	65:13
	label: Knitting Factory Works (USA)

Anthony Braxton: piano; 

Mario Pavone (см.): bass; 

Thomas Chapin (см.): alto, flute, piccolo; 

Dave Douglas (см.): trumpet; 

Pheeroan Aklaff: drums.

1. Dewey Square                             (Charlie Parker)

2. Autumn In New York                       (Vernon Duke)

3. All Or Nothing At All                    (Author Altman, Jack Lawrence)

4. Eronel                                   (Thelonious Monk)

5. These Foolish Things Remind Me Of You    (Link, Strathcy, Maschwitz)

6. The End Of A Love Affair                 (Edward Redding)

7. Straight Street                          (John Coltrane)

	Anthony  BRAXTON
	Duet: Anthony Braxton & Richard Teitelbaum, Live at Merkin Hall, NYC
	1996
	74:22
	label: Music and Arts of America (USA)

Anthony Braxton [a&s&sopranino sax, soprano&b-flat&contrabass cl, fl]; Richard Teitelbaum (см.) [Kurzweil K2000, Macintosh Powerbook 160 running ‘Marx Brothers’ interactive Max patch].

A Note on the Interactive Set-up:

The computer program I was using in this concert is a MAX patch that has evolved over a number of years, starting with the Patch Control Language (PCL), a pre-MlDI system I devel​oped with engineer Mark Bernard in the early ‘80s for my Digital Piano System. The first MAX version was written in 1989 by Chris Dobrian and later revised by Michael Wu. In this concert, musical input to the system was picked up either from my keyboard or Braxton’s winds (or neither or both), the lat​ter through an ILV Pitchrider, which converts acoustic pitch and velocity information into MIDI signals to be read by the computer in real time. Thus, at certain points in the music, melodic doublings between a sax or clarinet and the electronics were made «automatically» by Braxton playing into a special, dedicated microphone connect​ed to the Pitchrider (for instance at 5:47 of the first set). At other times, he triggered percussion samples (e.g., at 40:35 of the second set), or other sounds (including samples of himself, among others), and the comput​er responded to the live input with more complex interac​tions—delays, transpositions, inversions, different instrumental colors and various random changes—of its own. The choic​es of when and how control passed from the keyboard to the winds, and the degree of pre​dictability of the interactive responses were freely chosen by the musicians during the performance.  —  RT

Richard Teitelbaum
Composer/improviser Richard Teitelbaum is an acknowledged pioneer in electronic music, working with classical forms, jazz improvisers and world music. While on a Fulbright to Italy he studied composition with Luigi Nono. He introduced Europe to the Moog synthesiz​er, and was a founder, with Frederic Rzewski and Alvin Curran, of Musica Elettronica Viva in Rome.He studies shakuhachi flute with master Katsuya Yokoyama, and wrote Blends for shakuhachi, synthe​sizers and percussion. The Digital Piano System, an inter​active, multi-piano performance system, earned Teitelbaum the PrixArs Electronica 1987. His recent GOLEM: An Interactive Opera, employs a real-time, MIDI-controlled videodisc sys​tem by which live music «ani​mates,» edits and controls moving images on screen. As a performer he has collaborated with Steve Lacy, Phillip Glass, Nam Jun Paik, Fred Frith and Lee Konitz.

Anthony Braxton

Anthony Braxton is one of the world’s most original and cre​ative musicians. A master instrumentalist on saxophones, clarinets and flutes, a brilliant improviser and an outstanding composer of operas, string quartets and orchestral works, he has made over 90 recordings as leader and pub​lished three volumes of musical philosophy plus five books of composition notes. In 1994 he was a recipient of the presti​gious MacArthur Foundation «Genius» Award.

	Anthony  BRAXTON
	Wadada Leo SMITH & Anthony BRAXTON:

“Saturn, Conjunct the Grand Canyon in a Sweet Embrace”
	2004
	51:04
	label: Pi. Recordings

rec. 2003

Wadada Leo Smith (см.) - trumpet, flugelhorn

Anthony Braxton - F sax, Eb alto sax, Bb soprano sax, Eb sopranino sax

1. Composition No.316 [Braxton]

2. Saturn, Conjunct the Grand Canyon in a Sweet Embrace [Smith]

3. Goshawk [Braxton/Smith]

It is apparent at the beginning of "Composition No. 316" that the duo of trumpeter Wadada Leo Smith and saxophonist Anthony Braxton is very complete. A rhythm section is not needed for these two masterful musicians, who have played together on an infrequent basis since the late '60s, for they form their own themes, harmonies, and rhythms. Braxton's "Composition No. 316" is comparatively lighthearted in spots yet serious in its development, featuring a forward movement, the musicians' quick reactions to each other, a very passionate soprano (or sopranino) solo, a series of patterns, some heated moments, and a quiet ending. Smith's "Saturn" begins somewhat sarcastically with long tones from Smith and Braxton, with the latter utilizing excessive vibrato. It gradually becomes much more fiery before returning to long tones at its conclusion. "Goshawk" is a group improvisation and a bit looser, although logical in its own way. Fans of Wadada Leo Smith and Anthony Braxton should welcome this long overdue reunion and the fact that after all these years, they are still stretching themselves.

	BRECKER  BROTHERS
	The Brecker Brothers Collection   Vol. 1, 2   [1975 – 81]
	1991 
	70:18 68:55
	M/R Brecker – см. тж. с: PARLIAMENT

Эта антология B.B. [1975-81] представляет собой фундаментальный для джаз-рока материал, замечательный по яркости, настроению и энергии.

Born in Philadelphia in the forties (Randy on November 27, 1945 and Michael on March 29, 1949), the Breckers were among the first generation of fully trained jazz musicians to see rock music not as an enemy but as an intriguing alternative musical world.

That change in attitude came in the mid and late sixties with the proliferation of album-oriented rock bands made up of accomplished musicians who favored improvisation, expanded harmonic horizons and experimentation in several directions.

Randy attended Indiana University, which had an excellent jazz department headed by David Baker. He even did a lengthy State Department tour with that university's band under the direction of Jerry Coker. When he came to New York in 1966, at the age of twenty-one, he was an assured and inventive trumpet player. His first major gig was with Blood, Sweat &Tears, an innovative group that wedded contemporary rock with big band jazz, and was then led by Al Kooper. Within a year both Kooper and Brecker would be gone and the group would never again reach the height that it had on its first album.

Although already on the ground floor of one movement to fuse jazz and rock, Randy etected to move into purer jazz realms. He won the trumpet seat in Horace Stiver's quintet and became immediately established in the jazz world. He also found time to participate in the New York big bands of Duke Pearson, Joe Hendereon and Thad Jones-Mel Lewis.

It was around this time that Randy first started telling me about his younger brother, whom he felt was quite an extraordinary tenor saxophonist, then still at Indiana University. He also told me how, probably because they were siblings, they had an almost telepathic musical relationship.

By age 19, Michael turned pro with Edwin Birdsong's R&B band and made his recording debut on Randy's album Scow (on Solid State). It was apparent that he was everything that his older brother had claimed he was. Both men were equipped with a deep grasp of the jazz greats who had preceded them and with a quality of invention that made their own styles apparent in the earliest stages of their careers.

In 1970, they helped form a cooperative pop-jazz group called Dreams which included Billy Cobham and which, after bassist Chuck Rainey left, introduced Will Lee to New York. The group caused a stir but had little success. The Brecker brothers were pursuing their own careers in jazz and rapidly becoming regulars in the field of session work.

In 1972, they teamed up as the front line of Horace Silver's quintet and a year later provided the same services for Billy Cobham's fusion group. By the fall of 1974, plans for the Breckers to form their own group were being made and they signed with the newly created Arista Records.

No one at the time was quite sure what The Brecker Brothers would or should sound like. Coming off their success with Cobham, it was assumed that the music would be fusion on the order of Tony Williams' Lifetime and John McLaughlin's Mahavishnu Orchestra: thunderous amplification, complex but powerful rhythms and machine gun solos.

But Randy, as composer and producer of the first album, had something else in mind. Drawing the band from some of New York's finest jazz-oriented studio players, the Brecker brothers fashioned a kind of state-of-the-art funk and jazz fusion. Randy's intricate, angular and unpredictable tunes were sort of major key Monk meets Stevie Wonder's horn section (or something like that). They worked beautifully in this new context. Here was not just the long-awaited stepping out of two major musicians, but also a new sound, a new fusion. Soon Michael's rich, melodic and equally unique compositions added to the mix, expanding the band's scope.

The Brecker Brothers band lasted from 1975 until 1982, although neither Michael nor Randy completely curtailed other musical activities. The material was selected primarily by Randy and Michael themselves with an eye toward the music that is of lasting value.

Listening to these performances, I suspect that the influence and impact that The Brecker Brothers band had on all sorts of music will finally come into focus. The fact is that any of this material could easily have been recorded yesterday. It is that valid and that fresh.

---- michael cuscuna October, 1989

	BRECKER  BROTHERS
	Return Of The Brecker Brothers
	1992
	63:09
	Michael Brecker [t s, k]; Randy Brecker [tp]; David Sanborn [a s]; Mike Stern [g]; George Whitty [k]; Armand Sabal-Lecco [b, piccolo b, perc, d, v]; James Genus [ac b]; Will Lee [b]; Dennis Chambers [d]; Don Alias [perc]; Veera [v]; a.o.

Становясь более музыкально интересным, джаз-рок несколько теряет в фанковой энергичности.  Он  теряет, как бы, свою непосредственность. Но именно этого процесса и следовало ожидать. Ведь на смену “открытой” эмоциональности приходит более утончённая и интровертивная.

	BRECKER  BROTHERS
	Out Of The Loop
	1994
	54:55
	M.B. [t&s s]; R.B. [tp, fl h]; Eliane Elias [v, k]; Dean Brown [Parker guitar]; James Genus [b]; Steve Jordan [d].

	Michael  BRECKER
	Michael Brecker
	1987
	54:31
	Down Beat 48th Annual Critics Poll: Tenor Saxophone Of The Year (2000)
Michael  BRECKER – см. тж. с: Pat  METHENY; Dave  WECKL; Tom Coster, Eliane Elias; Jaco Pastorius;
Michael Brecker [t s, EWI], Jack DeJohnette [d], Charlie Haden [b], Kenny Kirkland [keys], Pat Metheny [g]. Produced by Don Grolnick with Michael Brecker.

С именем M.B. связаны Brecker Brothers и Steps [позднее переименованной в Steps Ahead—см.], так же записывался с J.Abercrombie, Pat Metheny (см.), Kenny Wheeler, Mike Stern, Jaco Pastorius, Leni STERN —см. см.

	Michael  BRECKER
	Don’t Try This At Home
	1988
	55:36
	M. Brecker with: Mike Stern [g](см.); Don Grolnik [p]; C. Haden [b]; J. DeJohnette [d]; Adam Nussbaum [d]; P. Erskine [d];  a.o.

	Michael  BRECKER
	Now You See It... (Now You Don’t)
	1992
	52:13
	 M. Brecker [t s, Akai EWI], Jim Beard [keys], Jon Herington [g], Joey Calderazzo [p], Judd Miller [EWI programming], Victor Bailey [b], Don Alias [perc], Adam Nussbaum [d], Omar Hakim [d, perc], a.o.  

	Michael  BRECKER
	Time Is Of The Essence
	1998
	69:47
	Michael Brecker [t s]; Pat Metheny [g]; Larry Goldings [organ]; Elvin Jones, Jeff ‘Tain’ Watts, Bill Stewart [d].

Compositions by M. Brecker and P. Metheny.

Альбом сразу оказался на четвёртом месте «горячей двадцатки» американского радио.

Брекер: экспедиция в шестидесятые

Любая новая работа такого вид​ного мастера, как тенор-саксофонист Майкл Брекер (Michael Brecker), привлекает внимание уже самим фактом своего появ​ления. Кажется, не осталось та​кого стиля или направления, в рамках которого бы не "отме​тился" многоликий Майкл. Но при этом любовь к музыке Колтрейна и прилежное изучение его идей всегда можно было расслышать в манере игры Брекера. Своим новым альбомом "Time Is Of The Essence", вышедшим на фирме "Verve", музы​кант откровенно ностальгирует по колтрейновским временам и одновременно вспоминает эпо​ху зарождения соул-джаза сере​дины 60-х.

Для такой археологической экспедиции Брекер собрал очень солидную компанию, включаю​щую органиста Лэрри Голдингса (Larry Goldings), гитариста Пэта Мэтини (Pat Metheny) и коптрейновского барабанщика Элвина Джонса (Elvin Jones).

Результаты этой экспедиции в виде восьми пьес альбома, про​питанных элементами блюза, соул и госпел и исполненных столь же вдохновенно, сколь и технично, представляются весь​ма любопытными уже многим специалистам.   --- Jazz Квадрат
ТЕНОР-САКСОФОНИСТУ МАЙКЛУ БРЕКЕРУ — 52 ГОДА. ОДИН ИЗ САМЫХ ИЗВЕСТНЫХ И УВАЖЕМЫХ ПРОФЕССИОНАЛОВ В ОБЛАСТИ ДЖАЗА И ПОП-МУЗЫКИ, БРЕКЕР ПРИНЯЛ УЧАСТИЕ В ЗАПИСИ НЕСКОЛЬКИХ СОТЕН ПЛАСТИНОК И КОМПАКТ-ДИСКОВ. НЕМНОГО УЧИЛСЯ В УНИВЕРСИТЕТЕ ШТАТА ИНДИАНА, В НАЧАЛЕ 70-Х ИГРАЛ В ДЖАЗ-РОКОВОЙ ГРУППЕ DREAMS. ПОЗДНЕЕ, КАК СЛУГА ДВУХ ГОСПОД, ЧУТЬ ЛИ НЕ ОДНОВРЕМЕННО СЛУЖИЛ РОКУ И ДЖАЗУ, ИГРАЯ ПО ОЧЕРЕДИ У ДЖЕЙМСА ТЭЙЛОРА И ЙОКО ОНО — С ОДНОЙ СТОРОНЫ, И ХОРАСА СИЛЬВЕРА И БИЛЛИ КАБЭМА — С ДРУГОЙ. ПОТОМ ВОЗНИК АНСАМБЛЬ БРАТЬЕВ БРЕКЕР (ТРУБАЧ РЭНДИ СТАРШЕ МАЙКЛА НА ЧЕТЫРЕ ГОДА), В 1978-М — ГРУППА «ИНТЕЛЛЕКТУАЛЬНОГО ФЬЮЖН» STEPS AHEAD С ВИБРАФОНИСТОМ МАЙКОМ МЭНЬЕРИ. 
Вопрос: Когда говорят о Вас, чуть ли не в первую очередь вспоминают, что Вы очень много работали в студиях как сессионный музыкант. Однако далеко не все любители музыки представляют себе, что такое студий​ная работа, когда читают о том, что «музы​кант Х работал с такими звёздами, как Y и Z». Ведь реально музыканты просто прихо​дят в студию и перед ними ставят ноты. Но о том, что записывается, для кого и каков бу​дет конечный результат, они часто не име​ют ни малейшего представления.

Ответ: Да, бывает. Я, действительно, мно​го работал как сессионщик, но только до се​редины 70-х.

В: Вы как-то обмолвились, что всё-таки считаете такую работу творческой.

О: Ну, не всякую, конечно.

В: А с кем из десятков и сотен звёзд и су​перзвёзд, с которыми Вам приходилось ра​ботать, было интересно и Вы бы охотно об​щались с ними не только в студии?

О: Таких много. В первую очередь — ко​нечно, Джеймс Тейлор. Пол Саймон, разуме​ется. Оба парня из Steely Dan. Ну, Parliament/ Funkadelic в полном составе.

В: Включая самого Джорджа Клинтона?

О: Да, и Джорджа Клинтона со всеми его чудными нарядами. Я записал с обеими его группами пять альбомов. И, наконец, Фрэнк Синатра. Я играл в его оркестре, и хотя мы ни разу с ним не поговорили, должен ска​зать, что это был профессионал из профес​сионалов. Все записи делались только с пер​вого раза. А если и не с первого, то уж точно не по его вине.

В: Случайное ли совпадение, что Вы назы​ваете только авторов-исполнителей и толь​ко тех, кто сочиняет песни, скажем так, с серь​ёзными текстами. Значит ли это, что для Вас текст имеет принципиальное значение?

О: Нет. Ха-ха! Нет-нет, слова песен меня никогда особенно не занимали. Забавно, что именно вы обратили на это внимание. И в самом деле, Джони Митчелл, например, пе​ред концертом обязательно находит время пообщаться с музыкантами, чтобы мы зна​ли, о чём она будет петь. Но я — музыкант и только музыкант, хотя работать с поп-пев​цами мне лично нравится.

В: В 80-е вы были активным пропаганди​стом так называемого EWI — электронно​го духового инструмента. Что, с электрони​кой покончено?

О: Ни в коем случае. Хотя лет десять на практике я EWI не использую. Появились компьютеры, «software». Но думаю, что у электронных духовых инструментов есть бу​дущее. Я и сам над ними работаю. Соединить цифровые синтезаторы и сэмплеры с духо​вым звукоизвлечением — интересная задача. И кое-что получается. Но пока всё ещё слишком громоздко, чтобы со всеми приспо​соблениями ездить на гастроли.

В: А вам не кажется, что с точки зрения новейших цифровых разработок — волно​вого синтеза, например, — разница между синтезом и сэмплингом уже стирается?

О: Да, кажется, к этому идёт дело. Но до размеров «lap-top» ещё далеко.

В: Но-таки идёт! Кто мог подумать, даже в 1978 году, когда вышел альбом ансамбля братьев Брэкер Heavy Metal Bebop, что электрический джаз фактически обособится от мейнстрима. Из тех, что вышли не под Ва​шим собственнным именем, я считаю этот альбом не менее значительным, чем 80/81 Пэта Мэтэни с двумя саксофонистами — Майклом Брэкером и Дьюи Редманом.

О: Да, я и сам бы сделал примерно такой же выбор. Heavy Metal Bebop — во мно​гих отношениях нетипичен. Несмотря на то, что вся электроника там применяется в кон​цертных условиях — «живьём», а не в сту​дии, — это образцовый альбом электриче​ского фьюжн. Двойной альбом 80/81 — то​же был записан на гастролях. И эти гастро​ли, и сам альбом, действительно, многое во мне и в моей музыке изменили. Во-первых, я впервые работал в ансамбле, в котором ритм-секцию составляли Джек ди Жонетт и Чарли Хэйден. С тех пор, если Вы заметили, я использую любую возможность почаще ра​ботать с Пэтом (Мэтэни), Джеком и Чарли.

В: И ещё о технике. Раз уж Вы занялись компьютерами, то следите ли за тем, что де​лает в области компьютерной музыки мо​лодёжь? И вообще за молодёжной музыкой?

О: Слежу. И даже с большим интересом. Дома слушаю несколько рэп-станций.

В: Да ну? И с Эминемом бы записались, если бы позвали?

О: А почему бы и нет? Мелодии у него мне нравятся, там есть что играть.

В: Тогда о другой молодёжи. В том квар​тете, с которым вы приехали в Москву, все лет на десять моложе Вас. Как Вы относитесь к тому, что новое джазовое поколение кон​сервативнее предыдущих — в частности, Ва​ших ровесников? Уинтон Марсалис вряд ли одобряет Ваши «электрические» штучки.

О: А мне то, что Уинтон делает, нравится. И это, по-моему, нормальная ситуация. Соб​ственно, несовпадение оценок делает жизнь интересной. Заходишь иногда на какой-ни​будь чат в Интернете и видишь, сколько раз​ных мнений может быть по одному вопро​су. И понимаешь, насколько верна древняя мудрость: в споре рождается истина. И по​том, есть ещё одна: на всех не угодишь!

В: Тогда вот вопрос о том, о чём мнения расходятся так, что уж дальше, кажется, и не​куда. Знаете ли Вы, что Россия — вторая стра​на, после США, в которой идёт сериал Кена Бернса «Джаз»? И что у нас его сократили на несколько часов. Убрали всё, что касается ра​совых проблем.

О: Я в недоумении — как можно было? Разве опыт истории, проблемы человеческих взаимоотношений — это менее важно, чем музыка? Да, отношения чёрных и белых, по-моему, показаны там очень взвешенно. Фильм просто фантастический. Ну, кроме конца — очень странного.

В: И последнее. Ваше отношение к проти​вопоставлению записанного звука и кон​цертного исполнения?

О: Я, несмотря ни на что, предпочитаю жи​вой звук — его непосредственность, спонтан​ность, обратную реакцию аудитории. И ещё одно: ту напряженную тишину, которая, мо​жет быть, и есть наивысший момент творче​ства. Но возможность довести работу в сту​дии до совершенства тоже дорогого стоит.

В: Тогда самое последнее. Представьте, Вы хотите привлечь к себе и к тому, чем Вы за​нимаетесь в жизни, внимание женщины... или вообще — человека, который Вам инте​ресен. Вы подарите ей (или ему) свой ком​пакт-диск или дадите билет на свой концерт?

О: Отличный вопрос. Скорее всего, я при​глашу этого человека на концерт. И если он, или она, придёт, то тогда обязательно пода​рю диск.

--- Play

	Randy  BRECKER 
	In The Idiom
	1987
	58:23
	R. Brecker (см. тж. с: Matalex) [tp]; Joe Henderson (см.) [t s]; Ron Carter (см.) [ac b]; Al Foster [d]; D.Kikoski [p]

Если бы не ансамбль братьев Бреккер, старший из братьев, трубач Рэнди, - воз​можно, так и остался бы сессионным му​зыкантом, или, как это у нас называется, «бойцом невидимого фронта». В начале рок-революции Рэнди оказался в составе одной из первых джаз-роковых групп Blood, Sweat & Tears. Впрочем, джазом тогда прокормиться было нелегко, и тру​бача часто можно было услышать в оркестрах, аккомпанировавших поп-звёздам - от Дженис Джоплин до Стиви Уандера, Деодато и братьев Уинтер. Под конец рок-революции, в 1969 году, вместе с братом-саксофонистом Рэнди организует джаз-рок-группу Dreams, а еще через пять лет братья Бреккер полностью переключают​ся на джаз - правда, сильно электрифици​рованный. Наконец, Рэнди Бреккер стал участником проекта Epitaph - одного из самых нестандартных коллективов Нью-Йорка - джаз-оркестра имени Чарльза Мингуса. В 1999 году именно Бреккер-старший фактически открыл серию гаст​ролей джазовых суперзвезд в Le Club'e.   --- Ухов

	Jacques BREL
	Brel
	1992
	59:03
	label: ITM

Jacques Brel [v]; Tom Mega [v]; Phil Minton [v]; Lydie Auvray (см. в 'Rock') [accordion]; Gina Sbu [accordion]; Harry Beckett [tp]; Heinz Becker [tp]; Wolfgang Schmidtke [reeds]; Mal Waldron [p]; Joachim Kuhn (см.) [p]; Django Bates (см.) [p]; Veryan Weston [p]; Jan Kazda (см.) [b, g]; J.-F. Jenny-Clark (см.) [b].

Though born in Brussels (Belgium) Jacques Brel mainly lived and worked in France. Unfortunately he died to soon after a long and painfull illness. As such Brel's existence was a continuous struggle against this physical torture which he tried to sublimate by every imaginable desire. Jacques Brel even bought an island to seclude himself from the world in order to find peace and cure. Since his health failed to improve however he finally asked after medical treatment which brought him everything but healing. Brel died as a young man before even reaching fifty.

As an artist Jacques Brel was admired and loved by many. His influence on other performers was tremendous. David Bowie, Nick Cave, Iggy Pop among others have performed many of his songs. Recently, singers like Phil Minton and Tom Mega have added Brel's compositions to their own repertoire. Interpreting Brel's songs in their own particular way both Minton and Mega, as documented on this Compact Disc, pay high tribute to Brel's spirit in every respect. Indeed, this is a fine homage to a brilliant artist.

1 tom mega Les Vieux 3.03 

2 phil minton Song For Old Lovers 4.21

3 PHIL MINTON Who's Next 3.08
4 GINA SBU On N'oublie Rien 2.53 

5 tom mega Grand Jacques 3.42

6 HARRY BECKETT / DJANGO BATES Les Jardins Du Casino 9.04
7 TOM mega / mal waldron Amsterdam 6.03 

8 tom mega Les Deux Enfants 3.06

9 GINA SBU Vesoul 3.15 

10 JACQUES BREL Les Toros 2.27
11 JACQUES BREL Tango Funebre 2.45

12 JACQUES BREL Le Plat Pays 3.21
13 joachim kuhn Amsterdam 11.49

	(John Wolf BRENNAN)
	CREATIVE WORKS ORCHESTRA:

“Willisau And More”
	1993
	71:23
	label: Creative Works Records (Lucerne, Swiss)

John Zorn (см. в ‘Alternative’) [a s]; Lindsay Cooper (см. в ‘Alternative’) [bassoon]; Franz Koglmann (cм.) [fl h]; Alfred 23 Harth (см. GOEBBELS / HARTH; VLADIMIR ESTRAGON) [t s]; Werner Ludi (см.) [a s]; Burhan Ocal (см. с: W. LUDI) [perc]; Wolfgang Pusching [a s]; John Wolf Brennan (см.) [conductor, p, perc, Martin Spuhler’s klangflugel]; Klaus Koch [double bass]; Marco Kapelli [d]; a.o.

Live recordings from Willisau Jazz Festival, Montreux Jazz Festival, live at the Kleintheater Lucerne, +

Monster stories from the inter-cosmos or:

what keeps the rebel going?

Pulsating. Hard. Soft. Booze — boozer — boozed, wonderful music. Creative music. Who should worry about the 7th year? Blast it! Nobody?! Actually, it is 7 years since Marion Brown's "Recollections" set a stone rolling. Creative works. Inquisitiveness and games. Desire and work. Play fully tinkering and full of urge for action — dancing and perspiring. Collection and recollection. Stone on stone. Seven years, in which Mike Wider with his instinctive feeling for ideas and almost inexhaustible energy set further stones rolling with "three souls". Highly varied, big, rather small, heavy and angular, huge, tiny and fine stones. Ladling, creating, creative, glittering collection of rumbling, skipping, leisurely rolling and speedy stumbling rocks were born -- the microcosmos of an avalanche. Grudgingly, striking loudly and crashing wildly. The delicate gravel tones always blending with the untamed noise of the wind. Pushing here and there, jumping over each other. Surprising changes of direction. Playful, capricious but nevertheless in a similar direction. As if it were drawn by invisible threads. With the incentive of an extraordinary energy — where should it run! Animated by one of so many ideas. Creative ideas. Conjuring impetuously, seeking, demanding decidedly a cosmos reveals itself. Inter-spaces. Dividing spaces. Aisles. Connection. The begin​ning as uncertain as the end. Filled with spacious sound sculptures. Intense noise environments. Tempting songs. Cool constructions and pulsating tone cascades. Irritations. Iritations. Acoustic, electronic, handmade. Spartanic fullness, abun​dance in simple form: bursting "Atom-Sex", a violent shout for "Tira, Tira," an odd, despairing breakfast on Lake Lucerne. A tender storm and a gentle rose holo​gram. Lyrical songs, scratching sonority. The Beauty of Fractals. Inexhaustible diversity. At last, a compilation after seven years — more than that. Collection and recollec​tion. Reminiscent photo of the family gathering in Willisau -- creative works family:

“They make music light, mean songs. 

Dance, you Monster, to my soft song!”

And the monster begins to dance. A wild round dance in coloured splendour. Humming beehive legato. Eruption. The bassoon cuts a percussive pattern. Voices criss-crossing. Music which begins to steam after heavy blows. Giddy, powerful steps, ham​mered strength, a dashing tremble that begins to disintegrate in ecstasy. The chains of traditional jazz rhetoric burst apart. An oriental wagtail dance on the Turkish darbuka, to the mysterious murmuring of rhaeto-romanic stories. Nocturnal tales full of sweetness and weightlessness. The frantic dance of shadows. Illuminations and perfumed moments. Passion and tenderness. Recollection: of an evening in late summer 1990. Where the virtual family left the common catalogue for a moment in time and became a four-part choir. Dedications / DADA-cations. To the friendly monster of Paul Klee. As to the mutual label. Vehemence and precision. Grinding sheets of sounds. Mocking voices shouting with joy, detaching themselves with biting charm from the collective choir. It happened, when the label celebrated its fifth birthday. Counteracting forces in a violent torrent are united in a dancing monster story. Under the direction of Irish composer and pianist John Wolf Brennan, blazing energies begin to glow. Lyric becomes sound. Sound becomes a penetrating intoxication in a multiple labyrinth reality. Monster, turn around, the monster turns itself around, in a staggering vertigo, in a happy waltz time. Tutti: the intoxicated resonance spreads itself out in waves. Disquietening blasts, strong string rustling. In a minimal reduction, it con​tracts itself again. New spaces appear. Suddenly, forbidden doors open out to let in the view: collec​tion & recollection.

Sounds die away

But gently

The growling of beast pierces

through the night.

1. Dance, you Monster, to my soft song! (Brennan) 22:44 

2. Grand Bazar (Ludi/Oecal)    4:32

3. Tira, Tira (Scharli)          3:49

4. Be flat/live (Brennan)         7:47

5. Breakfast am Vierwaldstattersee (Koch)   4:13

6. Goodnight — dedicated to Seamus Heaney (Koglmann) 3:00

7. La Malaura (Curschellas/Brennan)           5:09

8. Fragments of a Hologram Rose (Ludi/Oecal) 3:47

9. Lied des 20. Novembers (Koltermann)                 2:44

10. Atom-Sex-Kino (Harth/Zorn) 7:07

11. Xednindex (Brennan)        2:43

12. T.N.T. (Twelfth Night Tango) (Brennan) 3:44

	John Wolf BRENNAN
	John Wolf BRENNAN / Gene COLEMAN / Christian WOLFARTH:
“Momentum”
	1999
	63:45
	avant / free impro

label: Leo Recods

Duos and trios for piano and melodica (John Wolf Brennan), bass clarinet (Gene Colman) and percussion (Christian Wolfarth); investigating the music of here and now; building bridges between improvising and new composition. 

Live studio recording, 1998

A well-balanced set of ten pieces for combinations of piano, bass clarinet, and percussion, this often quiet, yet highly innovative recording demands close listening. There are lots of little sounds and soft thrusts, but what makes this album so highly entertaining is the way in which Brennan's restrained propulsions mesh with Gene Coleman's melodic bass clarinet and Christian Wolfarth's percussive stabs. The low intensity of the whole sharply contrasts with some of the energy music often associated with free improvisation. Alternatively, these fellows engage in a very sensitive, highly creative interaction that resists the urge for high dynamics. The compelling results speak for themselves, with a wonderful array of colors. Six of the ten tracks feature all three performers, while the others are duos. 

--  Review by Steve Loewy

1  Robots Don't Cough  (Brennan, Wolfarth)  2:21  

Composed by: Brennan, Wolfarth 

2  Poco Loco  (Brennan, Coleman)  3:46  

Composed by: Brennan, Coleman 

3  Siluanos  (Coleman, Wolfarth)  4:49  

Composed by: Coleman, Wolfarth 

4  To Hoo Wa Bo Hoo  (Brennan, Coleman, Wolfarth)  8:06  

Composed by: Brennan, Coleman, Wolfarth 

5  Nadir  (Brennan, Coleman, Wolfarth)  3:04  

Composed by: Brennan, Coleman, Wolfarth 

6  Melometris  (Coleman, Wolfarth)  4:23  

Composed by: Coleman, Wolfarth 

7  (With A) Knot-Knowing Smile  (Brennan, Coleman, Wolfarth) 11:51  

Composed by: Brennan, Coleman, Wolfarth 

8  Grrrrvity  Brennan, Coleman, Wolfarth  8:40  

Composed by: Brennan, Coleman, Wolfarth 

9  Harmolodic Outlaws  Brennan, Coleman, Wolfarth  6:54  

Composed by: Brennan, Coleman, Wolfarth 

10  Zenith  (Brennan, Coleman, Wolfarth)  9:46  

Composed by: Brennan, Coleman, Wolfarth

	Dee Dee BRIDGEWATER
	In Montreux
	1991
	50:00
	quartet: D.D.B. [voc], + [p], [b], [d].

Исполняются вещи: by Horace Silver, Thad Jones, A.C.Jobim, J.B.Gillespie, and others.

	Dee Dee BRIDGEWATER
	Keeping Tradition
	1993
	56:46
	DEE DEE BRIDGEWATER исполняет классику джаза—Cole Porter, Gershwin, Johnny Mercer, Horace Silver, George Shearing, a.o.

with: Thierry Eliez [p]; Hein Van De Geyn [b]; Andre ‘Dede’ Ceccarelli [d].

1. Just One Of Those Things

2. Fascinating Rhythm

3. The Island

4. Angel Eyes

5. What Is This Thing Called Love?

6. Les Feuilles Mortes / Autumn Leaves

7. I’m A Fool To Want You / I Fall In Love Too Easily

8. Lullaby Of Birdland

9. What A Little Moonlight Can Do

10. Love Vibrations

11. Polka Dots And Moonbeams (Around A Pug-Nosed Dream)

12. Sister Sadie

	Dee Dee BRIDGEWATER
	Love And Peace        (A Tribute To Horace Silver)
	1995
	63:52
	All songs composed by Horace Silver.  D.D.B. [voc]; with: Horace Silver (см.) [p]; Jimmy Smith (см.) [hammond B3 organ]  and others.

На самом излёте оттепели, в 1969 году, у нас гастролировал студенческий джаз-ор​кестр Иллинойсского университета. Его солисткой была 19-летняя Дениз (Ди-Ди) Гарретт (впоследствии Бриджуотер). А в 1972 году, когда джаз у нас перешёл факти​чески на нелегальное положение, в Моск​ве всё-таки состоялись гастроли знамени​того оркестра Тэда Джоунса - Мела Луиса, где солисткой была та же Ди-Ди Бриджуо​тер. Вскоре она стала джазовой звездой французской столицы. Гастролировавшие в Европе соотечественники охотно с ней музицировали. Звали обратно, на родину, но она в Америку выбиралась редко и пела больше чёрную поп-музыку в стиле соул и фанки (в дуэте с Рэем Чарльзом записала хит Precious Thing). Одно время Ди-Ди Бриджуотер играла на Бродвее в мюзикле The Wiz (по книжке «Волшебник Изумруд​ного города»). Спектакль получил премию Тоnу, и певицу тут же пригласили участво​вать в джазовом мюзикле, посвящённом певице Билли Холидей, и ещё в одном шоу - с сопрано Юлией Михенес.

В начале 90-х, когда накатила волна джазового неоконсерватизма, Ди-Ди Бри​джуотер стала безупречно перевопло​щаться в джазовых вокалистов недавнего прошлого. И в 1997 году получила Грэмми - за альбом «Дорогая Элла», где она испол​нила «роль» Эллы Фицджералд.

Сейчас голос Ди-Ди Бриджуотер всё такой же «объёмный», как тридцать лет назад.

--- Ухов

	BROOKLYN FUNK ESSENTIALS
	Make Them Like It
	2000
	67:26
	Превосходный весёлый фанк.

label: Shanachie   www.shanachie.com 

www.brooklynfunkessentials.com 

Bassy Bob Brockmann [tp, fl h, k, g]; Papa Dee [v]; Lati Kronlund [b, g, k]; Yancy Drew Lambert [d]; Stephane McKay [v]; E. J. Rodrigues (см. тж. с LASWELL) [perc]; Sha-Key [v]; Paul Shapiro [t/s/bari saxes, fl]; Atn Stadwijk [k]; Everton Sylvester [v]; Masa Shimizu [g]; Joshua Roseman [trb]; + Anore Atkins [trb]; David Jensen [sax]; Tony Allen [d, perc]; Danny Sadownick [congas]; Desmond Foster [g]; DJ Jazzy Nice [cuts]; DJ Smash [cuts]; Laco Tayfa [perc]; Paul ‘Ziggy’ Zerang [live sound].

1. Make Them Like It

2. Mambo Con Dancehall

3. Date With Baby

4. Woman Thing

5. I Got Cash

6. Confirm Reservation

7. Kik It

8. Jump Around Sound

9. Hard To Stop / Feelgood

10. Vinyl Crisis

11. To My Peeps

12. Martha

13. Bill’s Playground

	BROOMSTICK TO HEAVEN
	Fine Female Voices of Various Genres – live
	1996
	61:56
	label: Lotos (Praha, Czesh republic)

Iva Bittova (см.), Ida Kelarova (см. в 'Rock/Pop'), a.o.

The idea of an all-star female concert was conceived by Ida Kelarova, herself a phenomenal singer of Czech extraction, who has been singing and teaching how to sing in four continents for the last thirteen years, but who is scarcely known in her homeland because she seldom happens to come there. (Her recent CD is entitled " My Home Is Where I Am".) Ida did not mean to declare any feminist attitudes by inviting Czech female stars to the witches show. She only knew from her own experience (made throughout the world) that it is the woman who usually faces most risks and sacrifices. The stars had to sacrifice their backing bands and rely mainly on their voices. Moreover, Ida suggested that each of the participating artists should possess a strong personality and idiosyncratic style of singing, so that ultimately the selection was based on the originality of the singer-songwriter type of artists off the main stream of Czech pop music.

IDA KELAROVA frames the recording by her deep, touching, soulful voice which resembles the instrument which she first learned as a child and later at the Brno Conservatory: cello. Thanks to the world-wide experience which she has gained since she left her native country for Wales in 1982, she has been able to absorb a variety of singing methods, using her voice to the extremes of its expressive capacity. Her repertoire is based mainly on her own arrangements of ethnic music from various parts of the world, though she clearly prefers the folk music of her own childhood (her father was a Romany, her mother a Czech from Moravia).

Moravian traditional folk music in its purest, crystal-clear form, is represented on this album by a cimbalom virtuoso, singer, dancer and artistic director of a large folk music and dance ensemble, ZUZANA LAPCIKOVA. This gentle girl with an angelic face and a natural soprano voice, who lives in a small village deep in the countryside, is one of the most promising musical talents on the present-day scene, as witnessed by her successful tours of Japan and many European countries with the original "world-music" trio Ad lib Moravia.

The grand lady among those featured here is VLASTA PRUCHOVA, the mother of the world-famous pianist and composer Jan Hammer, who has built up his career in the U.S.A. She has been in love with jazz and swing music since her youth in the fifties, as evidenced by her racy delivery of the swing evergreens "It Might As Well Be The Spring" and "I'm Confessin"' which she sings in a bright sunny mood to the excellent accompaniment of leading Czech jazz instrumentalists.

Pop and rock star VERA SPINAROVA boasts a tremendously wide vocal range and a mighty dramatic expression which she fully displays in the film hit from the movie "Once upon a Time in the West" and in the Slovakian drinking folk song "Raining, Raining, Rain Pouring Down". The sheer sentiment of her songs is magnified by the sound of her band (whose members she met by chance in a pub in the coalmining city of Ostrava).

An enfant-terrible of Czech jazz clubs, JANA KOUBKOVA relied on an evergreen ("Summertime") this time, even though she was the founder of regular experimental music workshops that analyze the faculties of the voice from all possible and impossible angles. In her arrangement of a Czech folk song she uses her voice alternately as a chilly shower, a trumpet, and a drum beating to her never failing rhythmic feeling.

An internationally renowned star of Czech alternative music, IVA BITTOVA reaches still deeper into the treasure chest of vocal miracles. Not unlike her New York counterpart Meredith Monk, this slender woman with the voice of a violin and with violin in hand can generate an unbelievable range of extraterrestrial sounds with these two instruments. Yet she always maintains grace and beauty, thanks to her inborn musical talents which are simply supreme.

It is not so surprising after all to learn that the slender, black-haired and dark-eyed Iva is the younger sister of the strong-set, blond and blue-eyed hostess of the concert, Ida. Both sisters share the same profile, and the same talents. Their late father, himself a musician, certainly rejoiced in heaven as he watched his daughters improvising on gypsy song motifs together with VERA BILA and her Kale Gypsy Band. In the final part of the concert, they marched onto the floodlit stage to join the parade of all those extraordinary vocalists, and initiated a spell of spontaneous and joyous jam-session that turned the theatre upside down. Then, for certain, all the magicians of voice were admitted to the heaven of all good musicians, even without a broomstick.

	Peter  BR(TZMANN
	Nipples
	1969
	33:29
	Peter BROTZMANN – см. тж. с: Cecil TAYLOR; LAST EXIT; GLOBE  UNITY ORCHESTRA;
label: Calig (Munchen), edition 2000

Originally issued on Calig Records, 1969. Remastered at AirWave Studios, Chicago, Feb. 2000. Reissue produced by John Corbett.

Rec.: Apr. 1969

1. Nipples

Peter Brotzmann [t s]; Evan Parker (см.) [t s]; Derek Bailey (см.) [g]; Fred Van Hove [p]; Buschi Niebergal [b]; Han Bennink (см.) [d].

2. Tell A Green Man

Brotzmann / Van Hove / Niebergall / Bennink

Three decades after his death, the legacy of Albert Ayler is plain -- a plethora of reed-biting aural contortionists bent on exploiting the saxophone's propensity for making sounds that resemble a human scream. Many such players, unable to play anything resembling a coherent melody, rely instead on the extreme manifestations of the Ayler technique; their playing is more often than not a randomly executed wall of energy and emotion-driven white noise. Peter Brotzmann, on the other hand, is the rare Ayler-influenced saxophonist capable (like Ayler) of producing improvised lines of depth and sensitivity while informing them with enough raw power to make a lesser saxophonist wilt. Brotzmann's playing has little of the arbitrariness one associates with other similar tenor saxophonists like Charles Gayle or Ivo Perelman; Brotzmann possesses a surety of tone and a melodic center characteristic of a focused musical conception. While there's no lack of spontaneity in his music, Brotzmann's concern with motivic and melodic reiteration gives his playing a palpable sense of direction. Indeed, Brotzmann's obsession often serves as a pivot upon which an ensemble turns, making him a consummate team player, in addition to being an affecting soloist. 

Brotzmann was first a visual artist, attending the Art Academy of Wuppertal. A self-taught saxophonist, he began playing with Dixieland bands beginning in 1959. In the early '60s he became involved with the avant-garde Fluxus movement. He began plying free jazz around 1964; in 1965 he played in a group with the virtuoso bassist Peter Kowald and the Swedish drummer Sven-Åke Johansson. The next year he played with Mike Mantler and Carla Bley's band and became associated with Alexander Schlippenbach's Globe Unity Orchestra. In 1969 Brotzmann helped form FMP, a long-lived free jazz label and presenter that issues recordings and sponsors live performances. In the '70s, Brotzmann would play and record with pianist Fred van Hove, drummer Han Bennink, trumpeter Don Cherry, and trombonist Albert Mangelsdorff, among others. His circle of associates would continue to widen; in 1986 he would play (with drummer Ronald Shannon Jackson, guitarist Sonny Sharrock, and electric bassist/producer Bill Laswell) in Last Exit, a metal/free jazz group that enjoyed brief success. By the late '90s one would be hard-pressed to name a prominent free jazz musician with whom Brotzmann had not played. The strength of his personality is matched by his adaptability; as evidence, hear Eight by Three, his 1997 recording with the pianist Borah Bergman and multi-reedist Anthony Braxton. While one might expect Brotzmann's incendiary nature to overwhelm the more blithe Braxton, he instead manages to parry and complement effectively. With Bergman's percussive intensity, the record becomes one of the more unusual and compelling free jazz artifacts of the era.

	Peter  BR(TZMANN
	Fuck de Boere
	1968 1970
	54:16
	label: FMP: Atavistic (Unheard Music Series), 2001  www.atavistic.com 

1. Machine Gun (Brotzmann) 17:34
Peter Brotzmann Nonet:
Willem Breuker, Peter Brotzmann, Gerd Dudek, Evan Parker, saxophones
Fred van Hove, piano
Peter Kowald, Buschi Niebergall, basses
Han Bennink, Sven-Ake Johansson, drums
Recorded by Hessischer Rundfunk at the Frankfurt Jazz Festival, March 24, 1968, Volksbildungsheim, Frankfurt.

2. Fuck de Boere - dedicated to Johnny Dyani (Brotzmann) 36:33
Peter Brotzmann Group:
Willem Breuker, Peter Brotzmann, Evan Parker, saxophones
Malcolm Griffiths, Willem van Manen, Buschi Niebergall, Paul Rutherford, trombones
Derek Bailey, guitar
Fred van Hove, piano (organ)
Han Bennink, drums
Recorded by Hessischer Rundfunk at the Frankfurt Jazz Festival, March 22, 1970, Kongresshalle, Frankfurt.

	Peter  BR(TZMANN
	Balls
	1970
	54:46
	label: FMP: Atavistic (Unheard Music Series), 2001  www.atavistic.com
Brotzmann, Van Hove, Bennink

	Peter  BR(TZMANN
	3 Points and a Mountain… plus
	1979
	76:56
	label: FMP, 1979/2000

rec. 1979

Peter Brotzmann, Misha Mengelberg, Han Benink

Three Points and a Mountain is a surprisingly balanced meeting between hard-blowing reedsman Peter Brotzmann, pianist Misha Mengelberg, and percussionist Han Bennink, who also plays some clarinet and tenor here. Recorded over the course of two days in February, 1979 in Berlin, the results are all that you might hope for from these three, and even more light-hearted than you might expect. Brotzmann travels the range of dynamics (as opposed to his all-out, power-blowing sessions), and there are several duet sections, as well as solo moments for all. The three musicians take turns riling each other as the trio whips up engaging, lively music, and have a grand time doing it -- Mengelberg even lets out an occasional howl in the background. There are also odd moments of the trio swerving into early American piano jazz forms, but by the time this sinks in, Brotzmann, Mengelberg, and Bennink have taken it back out, wiping away the previous moment's impressions. Overall, this is a great and enjoyable session from three of the most creative and unique musicians in European avant-garde music.

1. 

Fluchtige Baren 
-
6:01

Composed by:
 Mengelberg

Performed by:
 Brotzmann, Mengelberg, Bennink,

  

2. 

The Bar Seen to Vanish in the Distance 
-19:35

Composed by:
 Brotzmann

Performed by:
 Brotzmann, Mengelberg, Bennink,

  
  
3. 

Milan-Milan -
5:00

Composed by:
 Bennink

Performed by:
 Brotzmann, Mengelberg, Bennink,

  
  
4. 

Brotzmann 
-3:24

Composed by:
 Mengelberg

Performed by:
 Brotzmann, Mengelberg, Bennink,

  
  
5. 

Gewidmet Frau Hauser 
-
6:39

Composed by:
 Bennink

Performed by:
 Brotzmann, Mengelberg, Bennink,

  
  
6. 

There and Zuruck 
-13:12

Composed by:
 Brotzmann

Performed by:
 Brotzmann, Mengelberg, Bennink,

  

7. 

Met Wel-Beleefde Groet Can de Kameel 
-5:21

Composed by:
 Mengelberg

Performed by: 
Brotzmann, Mengelberg, Bennink,

  

8. 

3 Points and a Mountain 
-12:43

Composed by: 
Brotzmann

Performed by: Brotzmann, Mengelberg, Bennink,

  
  
9. 

Potz Tausend, In'sbaue Hinein -

4:55



Composed by:
 Bennink

	Peter  BR(TZMANN
	Peter  BR(TZMANN Clarinet Project:

"Berlin Djungle"
	1984
	47:32
	label: FMP, 1984 (LP) / Atavistic, 2004  (CD)

rec. 1984

Recorded live during the 'Jazzfest Berlin' on November 4th, 1984 at 'Delphi Theater'

Toshinori Kondo: trumpet

Hannes Bauer: trombone

Alan Tomlinson: trombone

Peter Brotzmann: clarinet, tenor, tarogato

Tony Coe (см.): clarinet

J.D. Parran: clarinet

E.L. Petrowski (см.): clarinet

Louis Sclavis (см.): clarinet, bass clarinet

John Zorn (см.): clarinet, mouthpieces

William Parker (см.): double bass

Tony Oxley: drums

1. What A Day (first part) (Brotzmann) 24:37

2. What A Day (second part) (Brotzmann) 23:15

	Peter  BR(TZMANN
	Peter  BR(TZMANN &  Bill  LASWELL: «Low Life»
	1987
	41:00
	label: Celluloid Records (NY)

Peter Brotzmann [bass sax]; Bill Laswell (см.) [electric basses]. Produced by Bill Laswell. Recorded and mixed by Martin Bisi at B.G. Studio, Brooklyn, NY.

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

2. Low Life

3. Disengage

4. Locomotive

5. Barrier

6. Wheeling Vultures

7. Curved Dog

8. Abasement

9. Land One

10. Tingle Hairs

11. The Last Detective

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

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

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

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

The inevitable and volatile collision of these four monsters of their respec​tive instruments was to result in a series of tours and recordings that would have life-changing impact on self-proclaimed punk rockers and jazz buffs alike, with listeners throughout the world in love with and/or enraged by the resulting spectacle. After the first Last Exit tour, Laswell produced a Sharrock album, Guitar, which once again demonstrated the guitarist’s uniquely blinding technique and power. After more subsequent touring with Last Exit and countless late-night, passionate conversa​tions in bars across Europe and Japan, Laswell formulated with Brotzmann the creation of Low Life.

Low Life is, of course, a very apt title for a duet album between two musi​cians who dwell in the lowest reaches of the sonic spectrum, Laswell with his some​times highly-processed and treated electric basses staking out root tones, and Brotzmann on the somewhat rare bass saxophone, a huge, unwieldy instrument capa​ble of foundation-shaking rumbles. There are plenty of overtones, harmonics, and perverted treble textures created by their twisting, squeezing, and mangling of their axes, but these men are both firmly rooted in the bass frequencies. And their musical intent and implications feed especially on many things base.

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

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

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

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

            -----------  Peter Wetherbee

	Peter  BR(TZMANN
	BAKER, BROTZMANN, SHARROCK, SKOPELITIS, KAZDA:

"No Material"
	1989
	54:30
	label: ITM

Rec. 1987

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

1. Dishy Billy (Baker)

2. Skin The Pizzle (Sharrock)

3. Oil of Tongue (Scopelitis)

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

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

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

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

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

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

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

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

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

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

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

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

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

Cheers (three)

-- Steve Lake. April 1989

	Peter  BR(TZMANN
	BR(TZMANN, SOMMER, PHILLIPS: 

 «Reserve» (live November 4th, 1988)
	1989 
	74:45
	label: FMP

Peter Brotzmann [a&t s, bass sax, b cl], Gunter Sommer [d], + Barre Phillips (см.) [double-bass].

1. Reserve                   31’ 05’’

2. On Walked BeeP     35’  02’’

3. Joya De Nicaragua  08’ 35’’

Biography:

Born Remscheid, Germany on 6 March 1941; soprano, alto, tenor, baritone and bass saxophones, a-clarinet, e-flat clarinet; bass clarinet, tarogato. 

Peter Brötzmann's early interest was in painting and he attended the art academy in Wuppertal. Being very dissatisfied with the gallery/exhibition situation in art he found greater satisfaction playing with semi-professional musicians, though continued to paint (as well as retaining a level of control over his own records, particularly in record sleeve/CD booklet design). Self-taught on clarinets, he soon moved to saxophones and began playing swing/bebop, before meeting Peter Kowald. During 1962/63 Brötzmann, Kowald and various drummers played regularly - Mingus, Ornette Coleman, etc. - while experiencing freedoms from a different perspective via Stockhausen, Nam June Paik, David Tudor and John Cage. In the mid 1960s, he played with American musicians such as Don Cherry and Steve Lacy and, following a sojourn in Paris with Don Cherry, returned to Germany for his unorthodox approach to be accepted by local musicians like Alex von Schlippenbach and Manfred Schoof. 

The trio of Peter Brötzmann, Peter Kowald and Sven-Ake Johansson began playing in 1965/66 and it was a combination of this and the Schoof/Schlippenbach Quintet that gave rise to the first Globe Unity Orchestra. Following the self-production of his first two LPs, For Adolphe Sax and Machine gun for his private label, BRÖ, a recording for Manfred Eicher's 'Jazz by Post' (JAPO) [Nipples], and a number of concert recordings with different sized groups, Brötzmann worked with Jost Gebers and started the FMP label. He also began to work more regularly with Dutch musicians, forming a trio briefly with Willem Breuker and Han Bennink before the long-lasting group with Han Bennink and Fred Van Hove. As a trio, and augmented with other musicians who could stand the pace (e.g. Albert Mangelsdorff on, for example, The Berlin concert), this lasted until the mid-1970s though Brötzmann and Bennink continued to play and record as a duo, and in other combinations, after this time. A group with Harry Miller and Louis Moholo continued the trio format though was cut short by Miller's early death. 

The thirty-plus years of playing and recording free jazz and improvised music have produced, even on just recorded evidence, a list of associates and one-off combinations that include just about all the major figures in this genre: Derek Bailey (including performances with Company (e.g. Incus 51), Cecil Taylor, Fred Hopkins, Rashied Ali, Evan Parker, Keiji Haino, Misha Mengelberg, Anthony Braxton, Marilyn Crispell, Andrew Cyrille, Phil Minton, Alfred 23 Harth, Tony Oxley. Always characterised as an energy player - and the power-rock setting of Last Exit with Ronald Shannon Jackson, Sonny Sharock and Bill Laswell, or his duo performances with his son, Casper, did little to disperse this conviction - his sound is one of the most distinctive, life-affirming and joyous in all music. But the variety of Brötzmann's playing and projects is less recognised: his range of solo performances; his medium-to-large groups and, in spite of much ad hoc work, a stability brought about from a corpus of like- minded musicians: the group Ruf der Heimat; pianist Borah Bergman; percussionist Hamid Drake; and Die like a dog, his continuing tribute to Albert Ayler, with Drake, William Parker and Toshinori Kondo. Peter Brötzmann continues a heavy touring schedule which, since 1996 has seen annual visits to Japan and semi-annual visits to the thriving Chicago scene where he has played in various combinations from solo through duo (including one, in 1997, with Mats Gustafsson) to large groups such as Octet/Tentet for which he wrote the charts. He has also released a number of CDs on the Chicago-based Okka Disk label, including the excellent trio with Hamid Drake and the Moroccan Mahmoud Gania, at times sounding like some distant muezzin calling the faithful to become lost in the rhythm and power of the music.

	Peter  BR(TZMANN
	Peter  BR(TZMANN & Werner LUDI:

"Wie das Leben so Spielt"
	1990
	70:01
	label: FMP

PB (cl, bcl, as, ts, tarogato),

Werner Ludi (см.) (as).

Recorded live by Jost Gebers on September 27, 1989 during 'Free Concert' at the Rathaus Charlottenburg in Berlin.

Those who listen to this music for the first time may find it hard to believe that it is the spontaneous recording of a concert, an unmanipulated live process. This record enables us to share the fundamental experience of two musicians at a particular moment in time and state of consciousness. It is a document of their immediate creative ideas which are just as valid now as they were at the time of playing. 

Both WERNER LUDI, born in Poschiavo, in the South of Switzerland in 1936, and PETER BROTZMANN from Remscheid, who was born in 1941, are founders of what was, in the sixties, to become the last rebellion of an avant-garde striving to escape from the dead-end routine of the theme-solo-theme. 

The music played by this duo gives me hope fort he future. It is, as it were, the ultimate proof of just how stupid the present mania for aping youth is. In their musical dialogue, BROTZMANN and LUDI create an art which incorporates familiarity, knowledge and experience (and I do not just mean self-knowledge). Both of them, each in his own way, have retained the passion which set the signals at that time. In addition, this recording combines great intensity with an astonishing awareness of form. Form which has been neither calculated nor copied, not even borrowed from their own reserves. 

This music portrays anger, opposition, persistance. It consists of a mass of single combats, conflicts and personal victories. That too. BROTZMANN/LUDI do not forget their roots. Their music is, however, often very gently, yes, even tender. - A music of contrasts (Е) and a performance of brothers. 

-- Peter Ruedi

1. Wenn Mann nicht ist das Profil Weg

 2. Broken Fingers

 3. Zound

 4. Big Dig

 5. Rat-Fink

 6. We Find Our Way to Get Lost

 7. Rubbel die Katz

 8. Slow Smoke

 9. How Nice ist is Tto be a Pig

 10. Per la Santa Degil Ubriachi

 11. You Poor Old Sausage

 12. Sei Kein Froschmann, ich Geh' Seelisch Zugrunde

 13. Animal Rhapsody

 14. The Divine Monosyllable

 15. Berlin Bow-Job

 16. Es Juuzli

 17. We are in Schlemozzle

 18. The Everlasting Knock

 19. Wie das Leben so Spielt

	Peter  BR(TZMANN
	Peter  BR(TZMANN, Shoji HANO, Tetsu YAMAUCHI, Haruhiko GOTSU:

«Dare Devil»
	1992 
	65:50
	label: DIW

P.B. [tarogato, b cl, t s]; S.H. [d, perc];  T.Y. [el b]; H.G. [el g].

Peter Brötzmann interviewd by Gérard Rouy (August 21, 2001).

August 2001. After spending a couple of hours at Peter Brötzmann’s home in Wuppertal and a night’s performance at Talklänge festival (Germany) to celebrate his 60th birthday (a duet with Albert Mangelsdorff, then joined by Louis Sclavis, Henri Texier and Aldo Romano in a quintet), I met P.B. again at Jazz à Mulhouse festival (France) three days later. The festival displayed an exhibition of my photographs, “Blue Balls/Brötzmann”. Peter started to talk about lost friends, Buschi Niebergall, Harry Miller, Frank Wright…
I like some of the old stuff in the exhibition. It was moving to me to see Buschi again among this, and to see Harry and Frank for example. Usually you are so busy with all the daily life work, that means travelling, playing, cleaning instruments, writing letters, doing phone calls, sending faxes, you don’t have the time or you don’t find the time to think back. But of course this exhibitition is a reason more to do that, and it’s really funny now being sixty years old and even our togetherness, our connection to each other, is already thirty years away so there is a lot to look back on. And sometimes you realise that you have much more time and years to look back on than to look at what’s coming up, so maybe I would say if my health is going on like this and everything is going well, I give me another ten years for example…

Maybe more…

Maybe more but I think ten years is realistic, I don’t want to end up repeating things of the good old times and playing some weak shit. Then I hopefully have some good friends who can tell me, “Ah Brötzmann, take some brushes and paint!” I don’t want, I’ve seen some examples, at the end of their careers, it was not a pleasure anymore. I don’t want to end like that. 

I met some good old friends, especially three of them who are dead, that’s Buschi, Harry Miller - two bass players, what has happened to the bass players ? - and Frank Wright of course. All three of  them were good friends anyway, but in my ‘career’ important persons to meet. Beside being an excellent bass player, Buschi Niebergall was a very extraordinary guy. He was a bit older than me and he had more experience travelling around, working with a lot of guys, a lot of famous guys even. He had a very philosophical background in a way so he could tell me a lot of things I didn’t know. We were hanging nights and nights in my place, on the kitchen table or in some bars, really all night long. Beside working with him, this was an important point for me, talking sometimes very intensively, because when Buschi started talking about life and the world and philosophy and whatever, it was hard to stop him, we had to buy so much beer that he finally fell asleep, but that happened very seldom in the early years. 

The next experience was Harry Miller, another excellent bass player and I think we all miss him very much. He came out of another world, a Jewish background coming from South Africa - his family came from some part of the Black Sea - and working with all the South-African guys, knowing a lot about this type of music, about rhythms, he was such an intense guy by all meanings of the word. His way of life was very intense, his way of playing the same, and of course there was a very fantastic couple to have, him and Louis Moholo together. It’s really a shame that his accident ended not only his life but also the trio with Louis, which I think after the famous trio with Han Bennink and Fred Van Hove was another trio really starting to work very well. 

And the third guy on the photographs being dead, Frank Wright, what to say? He was quite a crazy guy, in the best of all its meanings, strong, powerful and very, very good company for me. I think he was the first black man I really developed quite a deep friendship with, he showed me a lot, not only in playing - at the time we met we already could do our thing quite well and we had our in a way similar but on the other hand different way of playing the horn - but I think with the same energy, the same power and the same will of just keeping it going. Being in his company was very inspiring to me all the time.

Fred Van Hove told me about a kind of musical match somewhere between the Frank Wright-Bobby Few-Alan Silva-Muhammed Ali quartet and the Brötzmann-Van Hove-Bennink trio. He even said the trio won…

I remember that we did it, I’m not sure about the winner or if there was or should have been a winner, but yeah we did it a couple of times, it must has been at least once at some German radio, maybe Bremen or Hamburg. Maybe they even have some tapes around, that would be an interesting thing for Mr John Corbett. He was here two years ago and was travelinng through all radio stations in Germany, he found that Fuck de Boer tape which I completely had forgotten. The group was four trombones and so, yeah, there must be a lot of things somewhere in archives. I just forgot about these things, but on the other hand you are always busy to think what’s coming next.

Any other persons you miss among those pictures?

One another bass player, Fred Hopkins, I miss him very much. I’m working with and I know William Parker now since nearly twenty years and I liked him from the first tone he played on his bass. I liked his way of playing very much and I still do, and Fred had a completely different approach to the instrument so that was a very good contrast. He was such a beautiful person, such a gentleman, it’s a shame. Once for a short time we had a trio, Fred and Philip Wilson the drummer who was killed some five or six years ago; it’s a shame that we could not go on with that. But there will soon be out a record on Okka, an LP, real vinyl, from one of the last concerts Fred was doing, it was a trio in Atlanta Black Arts Festival from 1999, Fred, Hamid and myself, so finally we have at least this. 

And another bass player, Jay Oliver. Sometimes I’m sitting somewhere smoking my cigar and thinking I have to be thankful that I’m still able to work, it’s going quite well I must say, and if the health is going on like that… It’s anyway very funny: already twenty years ago people were asking me: “OK, how long you think you can go on?” I always said I never thought about, in these years, it goes. But getting a little older you start to think about it, which is I think quite natural.

Do you still have the idea of publishing all the trio tapes in a Brötzmann-Van Hove-Bennink CD box?

It should be on the market because wherever I go people are asking, “where can I get the Schwarzwald?, where can I get Nipples or Balls?” Nipples is available now. Looking back in history, after the world war it was an important time for European music, but even in the whole context of improvised music it was quite an important thing, so it would be good to have those two too. Of course the guy from Atavistic is very happy with the success of Nipples  anyway, and he told me that the other production on Fuck de Boere is going very well, as well as the other CD of Alex’s quartet. It’s going at the moment and I think we shouldn’t waste time to use that good opportunity.

How many copies of Nipples were sold?

In April-June it was 3000, in nearly half a year or three quarters of a year, which is great. I was happy, I could send everybody quite nice money. Of course it would be nice to have the trio box on my shelf and “look-at-that-what-we’ve-done”, I think it should be out to the public, especially to the young people in North America who are asking really for this because they have no idea of the early years, they never had the chance to listen to that. We’ll see… 

Do you hear some of your music in any today’s younger players?

I know one, I really think he has quite a future, that is this drummer I’m working with from time to time, Michael Wertmüller, the Swiss guy, he’s a very bright guy, and he has both sides, he studied composition in Berlin in the last years with Schnebel — besides Maurizio Kagel and Stockhausen maybe one of the most important German contemporary composers — and on the other hand he’s really a drummer, with a lot of energy. We did this year a couple of things that worked very well and I think he understands what it is about. Other guys I don’t know that much. 

I was thinking of younger reed players…

Younger, what means younger ? Mats is younger than me but he’s not young anymore. I’m not so keen on saxophone players. What they might be able to learn from me is that this kind of music is not a thing from today to tomorrow, it’s a really a music developing in longer terms, in really long terms. Mats understands this, Ken has it in his very American traditional way. I think hopefully I’m still able to give some of what I have learned a little bit further to some of the youngsters. But you know when I started the shit you know I was in the middle of my 20s. And if you look around, if you listen to some music nowdays, I’m not so optimistic. I don’t mind if it’s a really completely different music, what we did was what we could do in these years from the sixties to the eighties/nineties to now. But I have the feeling that some of the young people I’ve met they think already, before they start playing, they think already about the product: how can we sell it? what shall I play so that I can find a little space in the market for this and that… ? And maybe my view is really very old fashioned nowadays, but I think art at any times needs time for development and this fast food bullshit is not working. 

Too many records, too fast?

Yeah and maybe you know how difficult it was for me to produce my first records, we had no money. At that time you needed a guy who had the machines, you needed engineers, everything was expensive, to press, and actually if you had the tape ready which already cost lots of money for our situation, the pressing was expensive, the whole thing was nearly impossible. But nowadays, if you have a couple of thousand marks together, you can do with little machines good recordings, the pressing is relatively cheap so everybody can do it and everybody of course wants to do it, wants to be on the market. Yeah sure, everybody has the right to do it but on the other hand I think this development makes younger guys think: “if we are on the market we make it”. That’s it already, and of course that is not true, especially as the market is so because everybody is able to produce, it’s so big and so, I don’t know what I would say to younger guys: take your time, music is really a thing of long terms, actually it’s a lifelong thing to learn and to develop your own stuff.

Do you think you developed your style in the direction you had in mind as a young man?

Of course when I was a young man I wasn’t so sure, when I started the things for examples with Kowald and then the other trios. It’s not a thing you can tell what you want to do, you have to work on it, and you have to surprise yourself all the time where it leads you, sometimes just a combination of the trio or quartet leads you to another thing, to another experience… But all in all, if you compare old recordings to the things I’m doing nowadays, I think the roots, the source, is the same, yes, of course. Hopefully I learnt and I handle things differently nowadays than I did twenty years ago. But it’s a kind of passion, or a kind of vision too which belongs not only to music, which belongs to your life, and that is quite the same in a way.

The Chicago Tentet, do you want to keep it alive for a long time?

At the moment I could imagine it goes for some more years, it goes on like that yes, but you know my experience let’s say from the Globe Unity times, after some good years I think the guys develop in different directions and then that’s OK, then it’s over, but then you can think about other things, differents combinations. But at the moment I think we all are quite happy that the thing is going on a little bit, I mean nowadays is not the time anymore for a kind of Duke Ellington orchestra going on for a life long, that’s impossible and the whole industry changed so much that you just keep things like that going in shorter terms in a way, but as long as we all have the feeling we like to do it, we try yes, but it never should get a kind of institution.

At home, do you still listen to your old jazz heroes?

Actually, in the last times I started buying CDs again, the old ones I lost or somebody stole or I don’t know. Just before I came down here, I found an old Coleman Hawkins which has on it just one piece I had on an EP, I surrender dear, it was a band called The Chocolate Dandies or something like that with Don Lammond on drums, Hawkins, Roy Eldridge, it’s really beautiful. I also have a very nice Don Byas compilation box with different bands, especially the duos with Slam Stewart: this kind of stuff I really still like. The new stuff or my comrades nowadays I hear on the festivals and concerts, then I mostly know what’s happening. I also found some different versions of the Dizzy Gillespie big band at the time of Cubana Be Cubana Bop, or Woody Herman. Some of it, not all of it because there was a lot just made for dancing, they had to make their living out of that, but on the other hand there are very interesting things from the Woody Herman bands or especially Stan Kenton’s, very impressive. Maybe I’m busy with thinking about what can we do with the Tentet, maybe it brings me back a little bit more to bigger combinations of big bands.

Did you listen to the Tristano school?

Oh yeah, sure. And a guy I discovered again recently, Art Pepper for example, there are some really good recordings there too. When we toured with Hamid and William, our driver Michael Ehlers from Eremite Records had a whole box of Art Pepper’s live recordings, that was really nice, you can hear sometimes some comments on how to do it or what to do, I think he was really a great player and very underrated. I don’t look for special things, I just find them. 

Or if I go to the Völker Kunde Museum, the ethnic sources of African music. I’m more interested in African music than music from other parts of the world: I think that all that north western part of Africa and maybe going to Iran, Afganistan and the Mesopotamian countries. But it’s such a huge field so I just know a little bit, I buy some records and listen and find some good stuff. It sounds really very profane but I think the sources for good music are actually everywhere the same in a way and that’s why we are missing in our western capitalistic world. I think I always was and I’m still interested in the social function of music too. I mean we can’t get things back, but on the other hand I think we are able to build up in our little circle some kind of communication which goes over the border, the limits of just music, and that’s one of the reasons why I’m interested in for example the Tentet or in bigger groups or in playing with Mahmoud, things like that. I don’t believe in the world music business which is really getting a business and which I’m sure will destroy a lot of good old sources for the musicians from Africa and other so-called ‘underdeveloped’ countries. I’m not a friend of putting things together and having some Africans playing drums behind some jazz band and this kind of shit, but just listening and sometimes meeting people and then finding out what’s possible, I think that’s what I would like to do.

	(Peter  BR(TZMANN)
	RAF:

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

label: Day Eight Music

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

All compositions by Laswell / Brotzman / Hellborg / Johansson.

Produced by Jonas Hellborg. 

Rec. in New York.

1. Pork

2. Stay Where You Are

3. The Freezing Dessert

4. Land Of The Dead And Dying

5. Suburb Of Hell

6. Head Of A Monk

7. Ode To A Tractor

8. Buchla In Australia

9. Chant

10. Konkret

	Peter  BR(TZMANN
	B SHOPS FOR THE POOR & Peter BROTZMANN:

"Visions & Blueprints"
	1992
	55:26
	label: No Wave

rec. 1991

Jon Dobie [g, a s, computing]; David Petts [t s, computing]; Louise Petts [a s, v]; Steve Blake [t/s s]; John Edwards (см. тж. c: GOD) [ac/el b]; Peter Brotzmann [s, taragato].

B SHOPS FOR THE POOR – см.

B-Shops for the Poor, their name derived from a line by Bertold Brecht, is a rather oddball quintet. Essentially a rock band consisting of four saxophonists (doubling guitar and percussion-generating electronic devices) and a bassist, they extend the British art rock tradition pioneered by Henry Cow and other groups with an even more tangential relationship to rock. For this recording, they enlisted the services of German saxophone titan Peter Brotzmann. At least since his tenure with Last Exit, it had become apparent to a number of musicians that there was an extremely satisfying and rewarding nexus between the impassioned free playing of Brotzmann and the wilder reaches of rock. So here we have the sort of off-kilter rhythmic structures which might be familiar enough to fans of King Crimson serving as a launching pad for Brotzmann's unfettered explorations. While there's a certain pleasure to be derived from such an approach, free jazz listeners are likely to wish for more sympathetic interactions between the players; although John Edwards has played with the likes of Evan Parker, his contributions here are more strictly those of a rock bassist. On the other hand, those looking for viable and imaginative extensions of the rock song format might find much to enjoy. In particular, those songs featuring the vocals of Louise Petts have an interesting and attractive Kurt Weill-ian quality which mixes in nicely with the more free-form elements.

1. Later Than You Think 3:16 

2. 03A 3:39 

3. Slanting Hours 2:26 

4. Weimar Years 3:19 

5. Fear of Drift 1:03 

6. Think Belt 2:46 

7. Sigh 3:41 

8. Safety Square 2:18 

9. Little Judge 3:41 

10. Pilot Fish 3:35 

11. Order Is 1:15 

12. No Statues 8:39 

13. Flags in Wounds 2:26 

14. Meat First 3:02 

15. Out Station 2:08 

16. Rotten Elements 2:08 

17. Dictaphone Scream 5:35

	(Peter  BR(TZMANN)
	DIE LIKE A DOG: Fragments Of Music, Life & Death Of Albert Ayler
	1993
	72:30
	label: Free Music Production

Peter BROTZMANN - sax

Toshinori KONDO (см. тж. с: CHADBOURNE) - trumpet

William PARKER (см.) - bass

Hamid DRAKE – drums

This first recording of the Die Like a Dog Quartet is fittingly subtitled Fragments of Music, Life and Death of Albert Ayler. In the liner notes (in both German and English), Peter Br?tzmann writes of his passionate empathy for a musician whom he considers a kindred spirit; Br?tzmann feels a link with Ayler since each were doing a similar thing "at the same point in time" although neither musician had heard the other. And so, lightly scattered throughout this first meeting of the Die Like a Dog Quartet are fragments of quotes from Ayler's Bells, "Ghosts," "Prophet," and more. In August 1993 Br?tzmann was joined for a live concert in Berlin by legendary free jazz trumpeter Toshinori Kondo (who also occasionally utilizes electronics effects) and the wondrous rhythm section (although they are no straight time-keepers) of bassist William Parker and percussionist Hamid Drake. And so here, on one recording, you get four musicians who, whenever they're playing, play with every ounce of their attention, passion, and ability. Add to this each musician's great ability on his respective instrument and you get music that is alternately moving, invigorating, and astonishing. The dynamics range from rattles, long, low breaths, and short staccato blurts to the kind of exploding intensity and energy that is usually associated with Br?tzmann. There are also two takes (one, just over a minute long) on the standard "Saint James Infirmary" that come at the beginning and end of the three-part "No. 2."
Fragments of Music, Life & Death of Albert Ayler:

No 1: Fragments of Music, Life and Death of Albert Ayler
No 2: St. James Infirmary / Fragments of Music, Life and Death of Albert Ayler
No 3: Two Birds in Feather / Fragments of Music, Life and Death of Albert Ayler
No 4: Fragments of Music, Life and Death of Albert Ayler

	Peter  BR(TZMANN
	Peter BR(TZMANN, Fred HOPKINS, Rashied ALI:

«Songlines» (Music Is A Memory Bank For Finding One’s Way About The World)
	1994 
	70:54
	label: FMP

P.B. [tarogato, a&t s]; F.H. [b]; R.A. [d].

“Probably the most exciting rhythm section on the planet, Peter Brotzmann, the German free-jazz legend, accompanied by Fred Hopkins and Rashied Ali, and the music’s great. There’s an interesting debate within the sleevenotes (Brotzmann disagrees with Steve Lake’s idea of a ‘common reservoir’ of music) and certainly Brotzmann’s playing, at its strongest a horizontal stream of textural passion, sometimes sits oddly with Hopkins’s delightfully melodic, bluesy figures (here is a bass player who thinks like David Murray). Treated as an encounter between three independent spirits, though, this music is a moving encounter between the heartland of creative jazz and one of the least mannered tenors in existence. And Rashied Ali (ex-Coltrane, Ulmer, Murray etc) is a gas, of course.” —  Ben Watson, “Hi-Fi News”, Apr. 1995.

In the Ebba Jahn’s documentary about improvisation in New York in the mid-80s, Peter Kowald (см.), then living in the Big Apple, talks about the wide gulf — in terms of money, audience, record company support and media recognition — separating black and white American improvisors playing different varieties of experimental/avant-garde/free music. It was tempting, then, with the jazz press taking sides, to subscribe to conspiracy theories. In U.S. journals, the contemporary “choice” was supposedly between the traditionally-minded Marsalis (см.) clan and their camp followers self-importantly “preserving” jazz (no lack of record company support for this noble work) and the all-white “downtown scene” around John Zorn (см.) (still hailed, almoust a decade later, as the cutting-edge in the likes of Jazziz). Across the Atlantic, attempts were made to discount American creativity, as a Wire cover story asked, “Isn’t Europe coming to stand as the most interesting frontier for jazz progress ?” and proceeded to answer the question in the affirmative. Meanwhile, several “alternative” jazz festivals on these shores, in rejecting the back-to-bebop movement were busy throwing out the baby with the bathwater and insisting on European creative supremacy: American citizens need not applay. A community of musicians which even on good days could be described as “beleaguered” found itself more isolated than usual. Important exponents of what was once the New Thing and is now, in some quarters, “fire music” all but disappeared from the map for a few seasons. Such are the vicissitudes of fashion. The music of course goes on, even when noone listens.  Peter has been muttering for years about his image as The Loudest, The Heaviest Free Jazz Player Of Them All hanging over him like a curse — without, it must be said, doing much to rectify the picture. Fred Hopkins and Rashied Ali, employing subtle persuasion of their own, guide him to other areas. Though this set will probably be assessed as a saxophone trio album, it really is the bassist and the drummer who establish the direction, and Brotzmann follows as best he can. One admires the attempt — and his willingness to make himself this naked — but there can be no denying that the terrain negotiated exposes, sometimes painfully,  the boundaries of his technique. As long as Brotzmann’s playing within the genre he helped established in the 1960s, the highly emotional zone where “it’s not about notes, it’s about feelings”, he has few equals. Pouring love and hate out the horn, passion and violence,  he is good at this. He has established his own  homemade methodology to convey those feelings by means of timbre, texture and energy. He has made art, often enough, out of other player “freak effects”, frequently spending entire concerts in a paroxysm of overblowing. Of course there are also (a few) “reflective” passages documented here and there in his dicography but no recordings where he is returned so frequently to the changes  as here. One of the contradictory aspects of Brotzmann’s perspective is that, having made a major contribution to the development of an “experimental” jazz, he is less than intoxicated with experimentalism per se. Bechet and Coleman Hawkins are as important to him as Ayler, and Billie Holiday more important than all the “free” singers rolled together. He is seldom happier than when a drummer who understands the jazz tradition — all the way back to Baby Dodds — underscores his solos; he becomes restless when performances veer off into “that European avant garde art shit”. In the fury of performance he is seeking a direct expression of heart-to-heart quality, unencumbered by intellectual baggage. Able to maintain a certain distance to his self-image and his saxophone sound, Brotzmann perhaps calculates that we will find a poignancy in the near-miss approximations of pitch agreement with Fred Hopkins (and maladroitness can have its charms). The bassist, for his part, tries to accommodate Peter’s inscrutable ballad schema — generously, since his own  harmonic understanding is generally unimpeachable. Anyway, some listeners will feel a profound sense of relief when, mid-set, Brotzmann builds up the intensity level with trademarc slurs and smears of sound, and intonation — the old bugaboo — ceases to be an issue. The business of playing “tempered” or “non-tempered” jazz may have been an option since Ornette’s first showings, but some of us still want to feel the artists has some choice in the matter !  Brotzmann, despite press characterization as an ultra German, even Teutonic (whatever that might mean) sax player has made many attempts over the last fefteen years to build bridges to the U.S. free or post-free enclave. He recognizes, in particular, an emotional need for American rhythm; even in its most abstract expression it tends to have more sustaining power , Brotzmann reasons, than its (etiolated) European equivalent.     Some observers will be surprised to see Rashied Ali throwing in his lot with Brotzmann here since for years he seemed to define quite strictly his sphere of operation, a kind of militant cottage industry with his own New York klub (Ali’s Alley), his own record label (Survival) and his own sphere of musical associates. By nature, he is a gregarious and inquiring musician. It is not widely known, but Rashied was amongst the first of the U.S. New Thing players to make contact with the European jazz avant-garde. Even at this last date, it is impossible for a European saxophonist to put himself next to Rashied’s pulsing, glistening, multy-directional rhythms and not  think about Meditations, Interstellar Space, Expression  and the rest of that awesome legacy. Notions of the “emansipation” of European jazz — much discussed in the European textbooks — tend to curl up and expire when put to the test like this. (And this is a good a place as any to come clean and admit that much — though not all — of the musical history of the Total Music Meeting has been a history of wrestling with the spirits unleashed by Coltrane’s Ascension  . The jazz establishment has been trying to get them back into the box ever since.)   Is the product of the group improvisation comprehensible in all languages , or have individual dialects calcified to such a degree that real communication is obscured ?  Do the players have enough in common to make music of some profundity together ?  Does the music suggest a sense competition or mutual cooperation ?  Is this the beginning or the end of a development ? — This recording raises these questions once more.” —    Steve Lake

	Peter  BR(TZMANN
	Ride Into The Blue
	1995
	68:32
	label: Konnex Records (Berlin)

Borah Bergman (см.) [p]; Thomas Borgmann (см. тж. RUF DER HEIMAT) [sopranino, tenor]; Peter Brotzmann [tarogato, alto].

«What do you see when you look back? Not a thing. And when you look ahead? Even less. That’s right. That’s how it is.»  -- Jakov Lind, ‘Journey through the Night’ 

Some schematic of linguistic permutations or just a simple tongue-twister: Bergman/Borgmann/Brotzmann, two German horns, so well-suited with similar tempestuous tempers and love of lingering melodies, though bringing to the table such different basic sound with Thomas Borgmann's slicker tone and Peter Brotzmann's timbre of tears (read: tearful or torn, either way). Together, the two saxophonists sing soulful, sometimes lemonball-sour harmonies. American pianist Borah Bergman lays down rumbling, bubbling ostinati, building tension and storing power for moments that call on him to peal off burning or luminous lines. He's well-matched with the roustabout romantic reedmen, given his prediliction for hearty melody and fervid harmony.

Bergman's been busy with saxes of late, working with greats like Evan Parker and Roscoe Mitchell. But it's a relative rarity to hear Brotzmann with a pianist, these days. He's worked pretty extensively with Alex Schlippenbach, as a part of Globe Unity Orchestra and with on his own projects like Alarm (FMP). He's brought his giant sound to a couple of Cecil Taylor's projects, played with Misha Mengelberg's ICP Orchestra, in a one-off with Mengelberg and drummer Han Bennink, occasional events with Ulrich Gumpert, Steve Beresford, and others, and for a brief time alongside Howard Riley in the London Jazz Composers Orchestra. But Brotzmann hasn’t had an ongoing relationship with a pianist since the breakup of his classic seventies trio with Fred van Hove. That's part of what makes this new trio so exciting—Bergman and Brotzmann have obvious points of connection: energy, raw excitability, interest in chasing emotive statements to their radical extremes. But what the two share, aside from sheer force and manic stamina, is also a (not too) secret softness. Listen to their tender, delicate duet in the middle of «Stranger in the City»—here, the depth of the connection is clearly evident. And while Borgmann may be new to some ears (including mine), his work in this context will probably convince listeners to seek out his other work with Ruf der Heimat (KCD 5067), and the upcoming record (KCD 5070) of an encounter between that group and Peter B.

Bergman provides the opening gesture on Ride Into The Blue: a jagged piano solo intro, then «Tomorrow Is No Question.’’ At once, this is an oblique Ornette reference and statement of the here-and-now, live-for-the-moment quality that is Brotz's modus operandi. After an explosive outburst, Bergman sets a slightly Eastern European tone with brooding piano harmonies reminiscent of the cimbalom (Hungarian hammered dulcimer). The first of the record's two lengthy adventures, «Surfing the Blues» is a constant flow of unpredictable moves and new vistas. Borah and Brotz commune on a minor scale (snared interest); Borgmann's sensitive tenor solo is brutally punctured by alarming, machine-gun blasts from his countryman; Bergman keeps it rolling along with strong rhythmic drive, pounding minor thirds, and the wicked Ray Charles riff on which they ride off into the blues. From the corner, Brotzmann repeatedly whoops and hog-calls Borgmann: a Mingus among us? Endpoint finds a rifting Basie band run amok or blown apart. Apocalyptic blues? Is a blues possible after Armageddon?

Borgmann's sopranino is featured on «Locus Solus,» its nice nasality in tandem with Brotz’s alto. Then the blocked portal of politeness (despite his reckless rep, Brotzmann is the perfect gentleman) terminates the tune (...no, it's your turn!). Bergman's passionate quickie, «Stonehouse», is followed by «Stranger in the City,» the disc's grandest narrative. Here's a wide-eyed journey into the big town, maybe the story of a country bumpkin's first vist to the metropolis. Dizzying, thrilling, fearful, overstimulating, rough, unforgiving; some Wenders-like mix of rapture and loneliness. Forget rural metaphors of peaks-and-valleys, this terrain is skyscrapers-and-subways. Borgmann and Bergman lock together for combustible joint excursion, and in his (first of two) unaccompanied solo(s) the pianist really cuts a rug before the saxes rejoin. In another panel, the multi-sectioned improvisation takes on Andalusian overtones, with Bergman the flamenco accompanist to the saxophonists' cante jondo. Brotzmann blow torches his way into softer sports before the strange, Gregorian chant closing. The final cut, «Two Lines for Nik'’ (perhaps a blue note in memory of great South African saxist Nik Moyake?), is a sopranino / tarogato sprint, with shared flutters and lightning piano continue.

There's a roughness and coarseness to Ride Into The Blue—nothing vulgar, but an unfinished or unvarnished quality. I think Brotzmann especially likes this aspect; he's given to crinkled paper, harsh surfaces, bent corners, and ripped edges. For him, I imagine that such textures and forms are a mark of something genuinely human, a candid, sometimes awkward stab at real emotion. In the heart of this all-too-human being, at least Bergman, Borgmann, and Brotzmann hit the mark.

Music to make you think about Jakov Lind's journey into the instantaneousness of history, blankness of night, the here-and-now, the fleeting moment. Look forward and back: not a thing and even less. That's right. That's how it is.

-- John Corbett, Chicago, September 1995

	Peter  BR(TZMANN
	"Nothing To Say" – A Suite of Breathless Motion dedicated to Oscar Wilde
	1996
	75:05
	label: FMP (Free Music Production)

Peter Brotzmann [reeds].

Rec. in Berlin, 1994.

"I have made theories, sought histories, tried to explain.

But the music itself is not about any of those things.

What do our words have to do with flowers?

A rose is not sweet because we explain it so.

We could say anything, and no rose would answer."

--- LeRoi Jones, jazzcritic, 1965.

Questions about Peter Brotzmann's music 

I. how brutal is the music how masculine is the music how virtuosic is the music how intellectual is the music how loud is the music how cracked up is the music how free is the music how strong is the music how indicative is the music how consistent is the music how important is the music how personal is the music how German is the music 

II. how much soul is in the music how much provocation is in the music how much urbanity is in the music how much history is in the music 

III. who listens to the music who criticises the music who explains the music who extols the music 

IV. what are we told by the music 

V. how much predisposition is required by the music 

VI. how melodious is the music how archaic is the music how differentiated is the music how palatable is the music how traditional is the music how humorous is the music how risque is the music how moving is the music how new is the music how dangerous is the music how fast is the music how pathetic is the music how abstract is the music how substantial is the music how pleasant is the music how ingenious is the music how objectionable is the music how tranquil is the music how perfect is the music how final is the music how specific is the music 

VII. what associations are inspired by the music what meaning is behind the music 

VIII. where does Peter Brotzmann's music come from where does Peter Brotzmann's music lead to 

IX. who is Peter Brotzmann's music aimed at 

X. how does Peter Brotzmann's music happen 

XI. how does Peter Brotzmann's music change who does Peter Brotzmann's music change

XII. how well known is the music 

XIII. does Peter Brotzmann drink does Peter Brotzmann smoke does Peter Brotzmann love does Peter Brotzmann get his due?

---- Ulrich Stock
1. Nothing To Say [bass-sax]

2. Let's Walk From The Fire Unto Fire [e-flat-cl]

3. Seven Stars In Still Water [bass-cl]

4. One That Stood Alone [tarogato]

5. Fair Wind Is Blowing From The Sea [alto-sax]

6. A Lying Tale [alto-sax]

7. There Is No Peace Under The Noon [tenor-sax]

8. A Heavy Creeping Shade [bass-sax]

9. The Sky Is Laced With Fitful Red [tarogato]

10. Have You Heard The News [e-flat-cl]

11. Love Makers People Good [alto-sax]

12. Simply A Born Artist [alto-sax]

	(Peter  BR(TZMANN)
	RUF DER HEIMAT: “Machine Kaput”
	1996
	56:55
	label: Konnex (Berlin)

Peter Brotzmann [tarogato, alto&tenor s]; Thomas Borgmann [sopranino&tenor s]; Christoph Winckel [b]; Willi Kellers [d].

1. Machine Kaput          17’11”

2. Nothing To Decide     08’24”

3. Keys + Screws            31’22”

 SOMEWHERE CALLED HOME

Call of the homeland? Whose homeland may be the first question that springs to mind as this all-German band locks in on the (improvised) anthemic melody of «Nothing To Decide». If you read these notes in New York (not impossible, despite the erratic nature of free jazz distribution), the music will speak of another time and place, its sense of assurance a matter of knowing, like the back of the hand, the territory Coltrane mapped out on Meditations, or Ayler on Spirits Rejoice. I'm not certain that even a German listener would argue that these are intrinsically the sounds of the Ruhrgebiet and Berlin, although it has come to seem that way since Brotzmann and former comrades defined the soundtrack of the local jazz underground three decades ago. Perhaps we could say that the quartet is claiming squatters' rights on an area that American jazz has, largely, abandoned.

The band's name, intentionally provocative, is wide-open for interpretation. The term «Heimat» resists literal translation while trailing all kinds of ominous and/or humorous shades of meaning. Heimat as the Fatherland, or as the rustic setting for the Alpine-kitsch movies of the 50s: either notion can produce a shudder in more enlightened corners of Deutschland. Heimat signifying family values and everything familiar, cosy and cloying in the comfortable   life... everything   in   fact   that Brotzmann’s Octet tried to machine gun away in the 60s. Heimat as a state of mind—now we're getting closer perhaps—a shared view of the world. This is the music we call home—for want of anything more permanent. [...]

Ruf der Heimat was born «as an idea» at a workshop at the Stakkato Festival, which Thomas Borgmann coordinates, in Berlin in 1992, and became a practical reality the following March. The original line-up featured Thomas Borgmann, Ernst-Ludwig Petrowsky (cм. ниже, с: Uschi BRUNING), Christoph Winckel and Willi Kellers. It continued for two years in this form, along the way recording its earlier Konnex album. Hemz Sauer was added for gigs in ‘94, bumping the group up to quintet size. Peter Brotzmann first guested in November ‘94. Now the group has reached an interesting juncture whereby it exists in three variations – with Petrowsky, with Petrowsky and Sauer, with Brotzmann. The rotating first saxophone chair is variously occupied by three of (let’s say) the five most important saxophonists in Germany, whose playing styles within that vague genre called «free» could hardly be more dissimilar. The playing of Borgmann, Winckel and Kellers is also differently calibrated to meet the expressive needs of the «star» reedman on hand. It should be mentioned, too, that the group has also modified its germans-only policy periodically, and toured with Charles Gayle in 1994. Paradoxically apt choice, perhaps, Ruf der Heimat hooked up with the famously «homeless» saxman...

Anyway, Thomas, Christoph and Willi each go back a long way with Peter Brotzmann (Kellers first recorded with him in 1980) and understand that his major misgiving about European free music has always been what he sees as the irresoluteness and indecisiveness of its rhythms. Brotzmann needs a less ambiguous beat. It takes some concerted horsepower, a driving jazz sense of rhythm at least, to get the physical heaviness of his sound off the ground. Kellers and Winckel begin at a gallop and maintain a punishing pace; almost immediately Brotzmann is airborne, and Borgmann with him. They remain up there, buffeted by gusts of rhythm from below, for the rest of the programme, like two big buzzards riding the air currents as they circle the homeland. Looking down on Deutschland? Hard to say, for the music itself seems devoid of cynicism.

If it is in the nature of any «avant-garde» to become finally incorporated into a mainstream, the absorption – some would say neutering – of free jazz has been a very gradual process. The «permanent staff» of Ruf der Heimat represent, having little choice in the matter, an aesthetic position somewhere to the left of the Total Music Meeting, which has become the almost-acceptable face of German free improvisation. Borgmann and co still play this music as if it were a matter of survival, rather than an entree into a refined «art music» scene. The grubbier, funkier gigs on the alternative touring circuit remain their stomping ground. This work is still about the rent. Their last concert series, for example, included a gig on the threshing floor of a flour-mill in deepest Bavaria as well as the usual little clubs and broken-down bars. Once in a while a festival slot or (as here) a radio recording makes the outlook temporarily less existential. But as Charles Gayle says, if you start out with nothing things can’t get worse. In ‘95 Thomas Borgmann was, unusually, able to relieve the Berlin cultural authorities of some of their spare change to form a big band, Orkestra Kith’n’Kin, whose personnel includes Winckel, Hans Reichel [см.], Dietmar Diesner, Lol Coxhill, Martin Mayes and others. He also has a new trio with Brotzmann and the great American pianist Borah Bergman, which already has an album out (Ride Into The Blue). Some light on the horizon, then.

Meanwhile, we have Machine Kaput, its title presumably   alluding   both   to   Brotzmann’s revolutionary Machine Gun recording of ‘68 and to the so-called Kaputtspiel-Phase of late 60s German free jazz, the era in which the players hit everything in sight as loud and hard and fast as possible in the interests of obliterating, so the partisan critics said, all bourgeois musical values. The music of that period that is still worth listening to survives on its sheer intensity alone. Brotzmann sings in a more controlled voice these days, the master of the idiosyncratic techniques he has developed on his horns, yet the passion of his playing, extraordinarily enough, has not been muted by time. Kellers and Winckel, from the second generation of German free jazz players (many of us heard them first on records with guitarists Achim Knispel and Joe Sachse), play the music with an untypical forthrightness and refreshing absence of irony and «distancing» which ensures that Ruf der Heimat is not a pastiche of free jazz but, rather, das Ding an sich --  and less anachronistic, I’d say, than the largely unconvincing neo-bop outfits beloved by the media. (Those whose nostalgia extends only to the recent past might find, in Kellers’s occasional appropriation of a disruptive, martial rock beat, a fleeting memory of Last Exit’s line-of-fire). As for Thomas Borgmann, Ruf der Heimat would not exist without his organizational energies, and you have to admire his temerity in pitting himself as a sax player against, successively, Petrowsky, Sauer, Brotzmann and Cayle: this is either asking for trouble in a big way or the best possible means to grow as a musician. His stamina is to be applauded.

Far from being kaput, the «machine» that is Ruf der Heimat seems on its second recorded showing in remarkably good spirits. There are flashes of an old-fashioned glee, a delight in the sheer size of the sounds lobbed across the stereo spread, that is cheering. If Ruf der Heimat is outmoded – and some will say it is – it has only to stay on course until the inevitable free jazz revival catches up with it. You have to be stubborn beyond all reasonableness, rather than fatigued, to insist on playing this music in the late 1990s yet its message remains upbeat, energizing, oddly innocent. Further news from «home» is awaited with interest.

  --  Steve Lake

	Peter  BR(TZMANN
	Blue Zoo
	1997
	54:31
	label: Konnex Records (Berlin)

Borah Bergman [p]; Thomas Borgmann [sopranino & tenor saxes]; Peter Brotzmann [alto & tenor saxes, bass cl].

1.-3. Clear Visions

4.-5. Blue Zoo

6. Right Now Is As Good A Time As Any

7. Stride Ahead

8. One Block West

Bergman, Borgmann and Brotzmann: Free Music Reformation
   In his provocative 1974 discourse, FREE JAZZ, Ekkehard Jost makes intriguing use of the term «deformation» in discussing the music of Albert Ayler. According to Jost, Ayler deformed linear, melodic improvisation into waves of indefinitely pitched «sound-spans». Deformation is a term that could also fit into Jost’s assessment of other free music avatars, especially Cecil Taylor. After all, clusters are deformed chords and arpeggios, Just as Taylor’s acceleration-and-release approach to rhythmic propulsion is deformed tempo. Using Jost’s parameters, Taylor could not create the overwhelming «energy», identified by Jost as the salient characteristic of Taylor’s music, without such deformation.

The deformation of pitch, harmony and tempo – and such essences can not be merely deconstructed like a Shakespeare comedy, a history of equestrian statues, or an interview with Henry Mancini – are the most obvious tenets of free music, the most difficult to realize, and most probably impossible to sustain over the course of decades. Deformation Is counter-intuitive to the trained musician, which is one reason free music is primarily the domain of the self-taught and the conservatory rebel. Subsequently, the most vital free music exudes either inspired primitivism or radical erudition.

For the past thirty years, Peter Br6tzmann has been one of the most abiding exponents of free music deformation. His aesthetic is not only grounded in a very early exposure to Ayler – Brotzmann first encountered Ayler while he was still a GI, gigging in Heidelberg clubs – but also considerable, contemporaneous contacts with artists such as Nam June Paik, Dick Higgins, and, most notably, Joseph Beuys. As a result, early Brotzmann classics such as MACHINE GUN (FMP) leavened Ayler’s sanctified sound-spans with a primordial sensibility that begs comparison with Beuy’s performances with dead hares and live coyotes.

   Still, the intervening years have seen Brotzmann incrementally introduce more explicit motivic and melodic elements into his work, in a 1994 open letter to Steve Lake (included in the booklet for the FMP CD, SONGLINES [см.]) Brotzmann surprisingly protested that his work had long contained a «reflective» component, while apologizing for his «clumsy» balladry. In settings as different as Last Exit and the SONGLlNES trio with Fred Hopkins and Rashied Ali, Brotzmann has even dug into a groove. Brotzmann represents a case in point argument for the proposition that, regardless of the deformation an improviser achieves in his work, an inevitable reformation takes place.

Generally, linking Borah Bergman to Taylor yields as little insight into Bergman’s art as the jazz press’ fixation with Bergman’s left hand. True, much of his unflagging rhythmic drive of Bergman’s work is directly traceable to his left, yet Bergman is not simply pumping patterns that meld Cow Cow Davenport with Conlon Hancarrow [см. в ‘Alternative’ section]. Nor is Bergman like Taylor s progeny whose idea of orchestral density is pummeling the keyboard with forearms and fists. The crux of Bergman’s art is the parity he achieves between the right and left hands an approach he calls «ambi-ideation». Bergman independently develops materials with each hand; in this crucial regard, Bergman is more closely related to Charles Ives than he is to Taylor.

Still, Beraman’s ambi-ideation can be heard as an extrapolation of Taylor’s deforming information overload. Both Bergman and Taylor can overwhelm the listener with withering barrages of clusters and crossovers, which can obliterate any semblance of tonal centers and bar lines in their respective musics. Where the American pianists differ is that Taylor accumulates his materials into a single, albeit complex energy source, while Bergman often generates dual energy sources. Bergman’s dual energy sources usually bears little or no resemblance to each other, or even function contrapuntally. The cohesiveness of Bergman’s approach speaks volumes of the reformative powers of the blues; few free music practitioners have the sensitivity to the blues’ bonding of phrase and pulse demonstrated by Bergman on discs like REFLECTIONS ON ORNETTE COLEMAN AND THE STONE HOUSE (Soul Note).

Thomas Borgmann’s description of himself as a «saxofonromanticist’’ encapsulates his relationship to these strands in free musics evolution. Borgmann’s assumption of the Romantic mantle cuts both way. In fulfilling the Romantic agenda of breaking down music’s established canons, of investing an intrinsic, transcendental meaning to music, and to tie his concepts to corresponding ideas in literature, visual arts and philosophy, he blurs the distinction between what is deformative and what is reformative in present-day free music. When Borgmann cuts through the brays and thunderclaps with a solidly Coltranish cycle of fourths, it is ambiguous whether he is introducing a reformative element, or a deformative pastiche.

Borgmann’s previous activities confirm he has an excellent vantage from which to pursue such an agenda. In his work with Ruf der Heimat, Borgmann has experienced a virtual ontogeny of German post-bop saxophone, playing in tandem with, successively, Brotzmann, Heinz Sauer and Ernst-Ludwig Petrowsky. He has also performed with New Thing apostles John Tchicai and Sirone and latter-day saint Charles Gayle. Subsequently, he brings both an impressive literacy and the boldness to chuck it to his collaboration with Bergman and Brotzmann.

Arguably, the challenges facing musicians like Bergman, Borgmann and Brotzmann to «follow up» a recording as bracing as their Konnex debut, R1DE INTO THE BLUE, surpass those of the original recording. Anything they do forces a comparison between the two discs, bringing the respective criteria of deformation and reformation front and center. After all, music may spontaneously happen, but albums, except those comprised of a single, unedited, disc-length performance, are constructed. On BLUE ZOO, they opt for the only reliable strategy: mix it up and let the chips fall where they may.

Surprisingly, almost the entire half of BLUE ZOO is comprised of duet material. The album opens with the thoroughly disarming poignancy of the opening section of Bergman and Brotzmann’s three-part «Clear Visions’. On both the first and third sections, Bergman uses sparse, slowly decaying fragments to offset Brotzmann’s scraps of melody and anguished cries on clarinets. What make these vignettes truly powerful is their bracketing of the exchange between Brotzmann’s searing alto and Bergman’s ricocheting lines in the middle section. The riveting title piece is, practically speaking, a duet between Bergman and Borgmann (on sopranino), as Brotzmann contributes only salutations at the beginning and end of the piece.

   These performances set key parameters for the remainder of the album. They establish Bergman as the fulcrum of a constantly swerving flow of ideas, with Borgmann and Brotzmann alternately pivoting to the foreground. The most cleanly delineated examples of this approach are on «One Block West» and «Stride Ahead» (the title’s allusion is intentional; in fact, Bergman’s interest in Fats Waller extends to Waller’s teacher, Leopold Godowsky, whose recastings of Chopin’s etudes had treacherous left hand parts). They also load the bulk of the saxophonists’ head-on encounters into the second half of the program; the sequencing not only reinforces the climactic impact of the twin tenor passage in «Right Now is as Good a Time as Any» and the conclusion of «Stride Ahead», it also validates the gravity of the program’s earlier, quieter moments.

Bergman, Borgmann, and Brotzmann integrate these elements into a compelling statement on Blue Zoo. Far from a convoluted academic treatise, it is a passionate affirmation of free music’s continuous cycle of deformation and reformation.

-- Bill Shoemaker, October 19, 1996

	Peter  BR(TZMANN
	Borah  BERGMAN, Peter BR(TZMANN, Andrew  CYRILLE:

“Exhilaration”
	1997 
	69:35
	label: Soul Note

Borah  BERGMAN (см.) [p]; Peter BR(TZMANN [a s]; Andrew  CYRILLE (см.) [d].

We tend to think of exhilaration as the result of an extraordinary experience, like jumping into an icy cold lake after taking a sauna, or being thrown about by an amusement park ride. Yet, exhilaration can also be the catalyst tor extraordinary experiences, especially when this incredibly concentrated sensation takes form as art. When it is directly and accurately conveyed, exhilaration remains intact in the work long after the paint has dried, or the dance floor has been rolled up, or the tape has been logged. In these cases, exhilaration is dynamic by impelling and validating the work. Particularly in discussions of improvised music, exhilaration is frequently misidentified as a generic brand of energy or intensity. Such is the case with the music of Borah Bergman. In the pianist’s case. this misidentification is a by-product of Bergman’s truly fascinating, and truly maverick, virtuosity. Subsequently, most discussions of Bergman’s music focus on technical issues, rather than its content and emotional impetus. It’s understandable, given the startling nature of Bergman’s central technical innovation, the spontaneous development of related, but independent materials with each hand, Bergman refers to this asambi-ideation . Whereas many pianists are content to spew clusters, or perpetrate an illusion of orchestral density with their fists and forearms. Bergman creates a compelling interaction of clearly discernible voices The offsetting cadences, ricocheting motives, and disassociated figures, that emerge in Bergman’s two track playinq are technically dazzling; yet, the potency of Bergman’s music lies in its unfiltered emotionalism. While the complexities of Bergman’s music indicates comparisons with Conlon Nancarrow’s piano rolls, its message, as typified by Exhilaration, is as elemental as boogie woogie. This is not to suggest, however, that Bergman’s music is simple. Far from it; Bergman’s music delves into the existential struggle in all its myriad facets. This, more than any allusion to past piano masters one might glean from his work, or his occasionally forays into the repertoires of John Coltrane or Ornette Coleman, puts Bergman squarely in the jazz tradition.

It is this struggle to survive, to attain artistic legitimacy, to be heard, that is the most palpable connection to the tradition in Bergman’s music. Exhilaration, then, is both the end-product of this struggle and the stimulus for continued struggle through the creative process. Exhilaration is the nexus of form and content in Bergman’s music, informing everything in Bergman’s playing from his attack to the development of his materials. In a music that is anything but simple, exhilaration is the skeleton key that unlocks the simplicity of Bergman’s music. These aspects of Bergman’s music go a long way to explain why, until recently. Bergman’s discography has been dominated by solo and duo recordings. The challenges of Bergman’s music requires an unflinching probity of the type possessed by a Roscoe Mitchell or an Evan Parker — to name just two of Bergman’s duo counterparts. And, It requires a delicate balance of often tumultuous energies that is disproportionately more difficult to achieve with each additional musician. Yet, increasingly in the past few years, Bergman has worked in trio and even quartet configurations, documented not only by Exhilaration, but by four other recordings: trio with Thomas Borgmann and Peter Brotzmann; an important summit with Anthony Braxton and Brotzmann; and with Rashied All, Joe McPhoe, and Wlibur Morris.

[...] The raw, confrontational mass ot sound that is Brotzmann’s stock in trade taps the urge for gestalt central to Bergman’s sensibility. While some improvisers deal in lively banter and bon mots, Bergman and Brotzmann lock horns with a life-or-death ferocity. Even their occasional forays into quiet balladic materials have a smoldering tension that could explode with just the right spark. Subsequently, the rapport between Bergman, Brotzmann, and Cyrille on Exhilaration is exceptional even within the high –voltage context of improvised music. While the duration and temperature of their four performances range from the title piece’s twenty-four minutes of pore-opening heat to short respites in the dusky cool of “Friendly Focus,” there is a rigorous attention to detail that is too often absent in such endeavors. It is equally absorbing to hear the “Man to Mann” duos on the heels of these trio performances.  The chemistry between Bergman and Brotzmann in duo is not peiceptively different from that in their trios with Borgmann, Braxton, and Cyrille, but, isolated, their unminced exchanges are frequently harrowing. Music of this quality just doesn’t happen. It is not the explication of a chance operation or the sonic representation of a fractal. It is an endeavor where one places his or her humanity on the line. It’s a high-stakes risk. If you can’t focus your intensities, your primal powers, you can come away empty. But if you can, the result is exhilaration, or, in the case of Borah Bergman, Peter Brotzmann, and Andrew Cyrille, Exhilaration.

	Peter BROTZMANN
	Thomas BORGMANN / Peter BROTZMANN / William PARKER / Rashid BAKR:

"The Cooler Suite"
	2003
	50:58
	label: Grob, 2003

rec. 1997 live

THOMAS BORGMANN – tenor sax, sopranino sax

PETER BROTZMANN – alto sax, tenor sax, a-clarinet

WILLIAM PARKER (см.) – bass

RASHID BAKR – drums

tracks:

part 1   26:02

part 2   24:17

The dilemma: you have uncovered an excellent concert, but it has been recorded on a cheap analogue cassette. It is already four years old, and these musicians release more albums per year than you can count on one hand (sometimes two), but this particular quartet performed only once, and the performance is truly phenomenal. Do you release it or not? The label Grob chose to release it. So hi-fi buffs and improv fans who sneer at gut-ripping blowouts, please move along, because The Cooler Suite is a mean and dirty slab of free jazz. Recorded on January 21, 1997, at The Cooler in New York City, this concert is allegedly the only time Thomas Borgmann, Peter Brotzmann, William Parker, and Rashid Bakr shared the stage (but of course they have played with each other on numerous occasions). The recording signal overloads constantly, and the tape fails on a few occasions, resulting in tiny gaps in sound; tape-hiss creeps in whenever the quartet quiets down (a rare feat, granted). The press release advocates the fact that the crude recording gives the music a certain neo-authenticity, that it answers the raw performance and nods at the early days of free jazz. You are free to believe it or not, but at some point or another while listening to the album, you will wish it were better recorded, so let's not kid ourselves. That said, the performance is as gutsy as these two saxophonists can be. They scream at each other in a delightful over-emotional contest. The rhythm section is unstoppable. Parker's bass sounds like it was plugged into a distortion pedal. The Cooler Suite redefines the definition of power, a definition Brotzmann had already altered in the past. In two words: it smokes.

	(Peter BROTZMANN)
	THE WILD MANS BAND:

“The Darkest River”
	2004
	62:48
	label: Ninth World Music

Peter Brotzmann – taragot, bassclarinet, alto & tenor sax

Peter Ole Jorgensen – drums

Peter Friis Nielsen – bass

Pierre Dorge – guitar
tracks:

Eastern Messenger

Old Mens Pleasure

The Darkest River

Aeolus

Nostromo

Bioluminescence

Dead Water

Rafting

This quartet is truly a group of wild men. The three Peters on reeds, bass, and drums, respectively, and guitarist Pierre Dorge create a new European improvisation music that is full of humor, rage, abstraction, and even perversion. This is the kind of music one would expect from this bunch and it never stops from here on out. Brotzmann is the gang leader and his wailing skeins of cascading scalar fury infect the rest of the band. Friis Neilsen is the one who is most on his own though, as the short, clipped bass lines give him little to go on except for the "texture" of rhythm. But on he goes, digging deep into his cymbals for ballast and pushing forth great heaving sighs of tom-tom thrumming atop the scattered rim shots that punctuate both saxophone and trombone. This is an exhaustive and exhausting exercise in free jazz tomfoolery of the best and wildest kind.

	Caspar BR(TZMANN – см. в секции ‘Alternative’
	
	
	
	гитарист Caspar BROTZMANN – сын гения фри-джаза – Peter’а Brotzmann’а (см. выше).

	(Chris  BROWN)
	ROOM:

“Hall Of Mirrors”
	1991
	57:43
	label: Music & Arts (CA, USA)

Chris Brown [p, k, perc]; Larry Ochs (см.) [sopranino&tenor s]; William Winant [perc, vibes]; Scot Gresham-Lancaster [live electronics].

1. Three to Two

2. Still Dance

3. Wavelength

4. Hall of Mirrors

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	Chris  BROWN
	Lava
	1992
	59:24
	label: Tzadik

‘Lava’ is a continuous, hour-long piece for Brass Quartet, Four Percussion, and Live Electronics.

William Winant [d]; Toyoji Tomita [trombones]; Tom Dill [tp]; Peter Wahrhaftig [tuba]. Produced by Chris Brown and John Zorn.

Brown's molten fragments of electroacoustic sound are transformed live from brass and percussion instruments to create a sonic landscape that unfolds with a geologic sense of time.

LAVA describes a primordial state of flux, the transmutation of one material into another through a streaming of intensely concentrated energy, «Everything flows and nothing abides;

everything gives way and nothing stays fixed... it is in changing that things find repose... this universe always has been, is, and will be an ever-living fire,» (Heraclitus), Revolution is evolution: the burning, liquid rock flows out over the earth's crust, destroying the life in its path, but also cleansing and fertilizing the land for its future.

LAVA is written for brass quartet, four percussion, and 4 channels of electronic sound generated interactively by a computer controlled, signal processing system. Aspects of the physical structure of a volcano are applied to control musical elements, creating their own musical grammar. The fluid motion of burning lava streams are modeled by a score that describes all musical elements as states of change: there are no fixed pitches, loudnesses or timbres, only directions of pitch, timbral, and dynamic motion, along with exact timings indicating when such actions begin and complete. In addition, the piece is structured by a progression of changes in tempo; its skeleton is the map of tempos reproduced in this booklet, (The musicians use headphones with separate click-tracks to co-ordinate.)

The electronic sounds are all created by live sampling from the acoustic sounds of the instruments, and there are no synthesizers or previous recordings involved. The change from a solid (earth) into a liquid (lava) is modeled by this transformation of the acoustic sounds into electronic sounds that create an enveloping musical landscape. Sounds move from the acoustic instruments at the center of the performance space out to a four-channel sound system installed around the audience. The result is a complex phasing of turbulent, yet gradually changing parts, played out in rhythmic counterpoint to the motion of their electronically captured and transformed responses. The piece is at once always changing, but always the same; free yet frozen in unbending structure; indeterminate while every action is notated; interactive but basically a sequence; in time but out of time.

TECHNICAL NOTES

For this studio recording, the instruments were separately multi-tracked, and the electronics were generated in a single pass from the tape, and processed using a Desper Spatializer to simulate in stereo the movement of sounds in three-dimensional space. The signal processing system consists of a Lexicon LXP1, a Lexicon LXP5, and a Quadraverb, several Serge analog processing modules (especially 'the Triple Waveshaper and the Linear Frequency Shifter), and a custom 4x4 analog switching matrix and 4x4 VCA matrix which I built. All of these are controlled using a MIDI sequencer, which also generates the click-tracks to co-ordinate the musicians with the score and each other, Thanks to Phil Burk and Tom Erbe at the CCM/Mills for help with the software and hardware design.

NOTES ON THE TEMPO MAP

The first twenty minutes describe a gradual acceleration; at its peak (Eruption) they split into two and then four tempos (Fountain); then eight steady tempos (River), which accelerate to eventually merge at the fastest speed then deccelerate at different rates (Crest); at the end of the decceleration, four tempos halve to begin an acceleration that merges with the four decceleration ones at the end (Pahoehoe).

CHRIS BROWN (b. 1953), San Francisco based composer, pianist, and electronic instrument builder, studied composition with William Brooks, electronic music with Gordon Mumma and computer music with David Rosenboom, He teaches Composition and Electronic Music at Mills College in Oakland, where he is Co-Director for the Center for Contemporary Music (CCM), His music includes pieces for solo instruments with interactive electronics, and improvisational ensemble works, many of them developed originally for the group Room, in which he performs with saxophonist/composer Larry Ochs and percussionist William Winant, He is also a member of the computer network band The Hub, and plays free-jazz with the Glenn Spearman Double Trio, He has received commissions from the Berkeley Symphony, the Rova Saxophone Quartet, and the Gerbode Foundation. His music is recorded on Artifact, Sound Aspects, Centaur, and Music & Arts labels.

TOYOJI TOMITA studied trombone at Julliard in New York and the Curtis Institute in Philadelphia, and the Didjeridu (an ancient Australian aboriginal instrument) and modern literature and performance with Stuart Dempster at the University of Washington in Seattle. In 1977 he won first prize at the Gaudeamus International Concours for Interpreters of Modern Music in Rotterdam, Holland, and subsequently toured extensively as a solo recitalist in France, Belgium, Holland, and Germany Since 1983 he has also performed as a dancer with Ma Fish Co., directed by Margaret Fisher, and he is currently on the faculty of Mills College where he co-founded the Mills College Didjeridu Ensemble.

WILLIAM WINANT has been described as «one of the best avant-garde percussionists working today», and has devoted his career to the performance of contemporary classical and improvised musics. He is the principal percussionist with the San Francisco Contemporary Music Players and the Cabrillo Music Festival Orchestra, and is also well-known for his work with the Abel-Steinberg-Winant Trio. Winant has made first recordings for such composers as John Cage, Morton Feldman, John Zorn,Lou Harrison, and Peter Garland and has performed with some of the leading musicians of today, including Pierre Boulez, Keith Jarrett, Steve Reich, the Kronos Quartet, John Zorn's Naked City, and Oingo Boingo. He teaches percussion at the University of California at Santa Cruz, UC Berkeley, and Mills College.

TOM DILL is a trumpet-player, electronic musician, and improvisor whose recently released CD «Mutootator» on the Soul on Rice label features his work duos for improvising musicians with interactive electronics. He has studied at Colorado College and at Mills College. He also performs with the ensemble Strich.

PETER WAHRHAFTIG studied tuba at Northwestern Univ. with Arnold Jacobs and is currently the principal tubist with the San Francisco Ballet Orchestra. He has performed with the San Francisco Symphony and the San Francisco Contemporary Music Players and recorded new music by Ralph Shapey, Morton Feldman, Roger Sessions, and John Harbison. He also performs music by Mahler, Bruckner, and Strauss also on the Decca/London label.

	James  BROWN
	Funky People. p.II
	1988
	58:52
	funk

compilation

	James  BROWN
	I Am Real
	1988
	44:18
	with Full Force

	James  BROWN
	Universal James
	1992
	49:29
	Charles Brown virtually invented the sophisticated “black the blues” style on the late 1940s. He was a giant R&B star then, and he’s never stopped recording and touring.

	Ray  BROWN                                         
	Some Of My Best Friends Are The Piano Players
	1995     
	56:27
	label: Telarc

Ray Brown feat. pianists: Ahmad Jamal, Benny Green, Oscar Peterson, Geoff Keezer, Dado Moroni. + Lewis Nash [d].

	Dave  BRUBECK
	Truth Is Fallen
	1972
	40:03
	D. B. -- победитель “DownBeat readers poll winners” в категории: Hall Of Fame (1994)

label: Atlantic

We are told that we live in an age where established mores have crumbled and are wearing away, and new acceptable rules have not been found. Therefore, adults are lost and youth is bewildered in a maze of choices. The setting has changed, and the name tabs on our index of problems may be different, but the passages chosen from Isaiah, which comprise most of the text of the «Truth» cantata, are so parallel to our times that one reads them as a commentary on the daily news. «We wait for light, but behold obscurity. We wait for brightness, but walk in darkness” defines, in a most compelling manner, the paralyzed state of our collective soul.

We were once the idealistic, Utopian-dreaming, «good» Americans. We survived the trauma of World War II, endured the anxieties of the cold war and adapted to the age of technology. But in the process of enduring and surviving and adapting, what have we lost? We have so long tolerated inequities; we have so long ignored our birthright of freedom, keeping it buried in a tomb of

hollow patriotism; we have so long endured the stifling of our free spirit for the preservation of the system, that we were capable of ignoring the cries of our own people in the ghettoes and in the fields, could ALLOW the slaughter of our soldiers and innocent civilians in a remote war in Indo-China, ALLOW the slaying of our young on city streets and college campuses. What have we become?

The multiple tragedies that have occurred in those awful years between the assassination of John F. Kennedy and the slayings at Kent State and Jackson, Mississippi are so overwhelming that only the words of an Isaiah or a Jeremiah could define my feeling. “Truth is fallen in the street and equity cannot enter.” It is a brutal indictment of our time, and is the pivotal point of the composition. Of course, there are other reasons for writing this piece. My son, Christopher, brought the idea home to me after he had talked to Don Jaeger about the Midland Arts Center dedication, and the possibility of someone writing music which would combine the various musical interests of the community—the symphony, the chorus, and why not represent youth with a rock group? Indeed, why not? What is the message that comes to us through «rock»? And how does it differ from the more traditional, dare we say “established” forms? The immediacy and excitement of «rock», counter-balanced with the architectural solidity of chorus and orchestra, did seem to symbolize, if not the generation gap, at least an attitude gap. Perhaps, by contrast, each could define the other, and reflect to each their common origin in the human spirit.

In the Prelude, this rather joyous balance blooms briefly, from the opening bars, I have tried to show that the disillusionment and the alienation of the young AND the old is centered in war and its tentacle-like ramifications into society. The piece opens with the rock group and the orchestra, while retaining their own identities, making music together. Chaos and fragmentation move in with the forces of destruction, here represented by not just American drums we hear, but the anti-life force of the world, which inevitably, in every society which allows it to dominate, destroys the trust that binds generations, nations, and cultures together.

The role of the soprano soloist is that of a visionary, who can see with clarity through confusion and define with precision the reality behind the event. Her words are Isaiah’s, who watched his own nation through a time of anguish; and with Isaiah, she agonizes for her people; but she does not despair, nor does she become a Cassandra, prophesying doom. Her vision remains fixed upon truth, and the hope is in man’s capacity to respond to truth. In her opening solo, “Merciful Men Are Taken Away», she summarizes how we have arrived where we are, in matters as varied as race relations, ecology, foreign policy and domestic order. The chorus speaks for all of us who wait for light, little realizing that it is within our capacity to be as a light. When the soloist weeps for the slain of her people, she speaks not only literally, but tively for the survivors, who have become as dead souls. Isaiah said of his time, «There was no man. There was no intercessor,» and the Lord was astounded. We have looked to our leaders and have seen them taken away. Now we must look into ourselves for salvation and act upon our own conviction.

«Speak Out!» departs from the Biblical text and, as the title indicates, presents in rhythmic speech the case for rational humanism, which is followed by an emotional outburst from the rock group. The young people themselves are divided between the militant revolutionary and the idealistic visionary. Neither shouted slogan nor euphoric dream can awaken the torpid conscience of a sleeping nation. The seeds are sewn, but the collective soul is deaf to the cries and blind to the vision. In a sad duet with the youthful dreamer, the soloist sings from Jeremiah, «The harvest is past ... and we are not saved.”

The chorale, «Yea, Truth Faileth» returns to the text of Isaiah. It is the beginning of rebirth, and a youthful search for «Truth» begins in a galactic setting, where no star seems fixed, no truth absolute, no fact provable for all circumstances at all times. In the age of relativity, what is truly relevant? All experience seems to be rooted in the microcosmic self, adrift in the spinning macrocosm. Why? Again, voicing the words of Isaiah, the soprano, with authority and gentle humor, reminds clamoring youth and confused elders that it is they, who cannot hear the voice of God, nor see his hand at work, because, the prophet explains, «Your iniquities have separated you from your God». Then, urging gently, as a mother arousing her sleeping child points to the morning light, she sings, «Arise! Shine! Lift up thine eyes round about and see, for thy light is come.»

Essentially, our agony is that of the human spirit struggling to be itself. The divine spark that ignites love and human compassion is within each of us. How do we stir it? How do we make it glow?

Isaiah says we must first acknowledge our kindship to other men by feeding the hungry, but we must do so with love; then, we must satisfy the afflicted soul. When we are one with all, then shall our darkness be as noonday. It is this connective web that binds all life and all matter together that I hoped to convey throughout the music. There is a deliberate interrelatedness between the performing groups and between various sections of the piece, which may not be obvious, at first. Most of the thematic material in the composition is related to the tone row in the prelude. It appears over and over in many disguises—fragmented, in retrograde, in diminution and in augmentation. Even the «pop tune», «Truth» which identifies the rock group, is taken from the twelve-tone counter subject of the fugue, «Truth Is Fallen». The analytical listener will discover that the fugue subject itself is a tone row, constructed so that within the twelve notes of the octave that it encompasses, it will always convey the feeling of falling. Conversely, the same subject used in «Arise! Shine!» always has the feeling of rising. In the «awakening» section of the final piece, the fugue subject in its original form is in the bass line, filling away, while simultaneously the chorus is singing the retrograde subject in a melodic line that seems to rise. I see signs that our conscience has been stirred, and our benumbed consciousness awakened, and the first struggle to arise has been felt. I wanted to end the piece, which is filled with such sadness and violence, with a sense of joy and an awareness and anticipation of life. The young voices sing «And the glory of the Lord is risen upon thee. Lift up thine eyes round about and see, Sing, O heavens! And be joyful, O earth!» and all voices rise together like ocean waves upon the shore, «For ye shall go out with joy and be led forth with peace.»

	Dave  BRUBECK
	Reflections
	1986
	43:58
	label: Concord Jazz (CA, USA)

The Dave  BRUBECK Quartet: Dave Brubeck [p]; Bill Smith [cl]; Chris Brubeck [el b, bass trb]; Randy Jones [d].

«A master Dave Brubeck and the Dave Brubeck Quartet readily achieve a consummate craftsmanship coupled with creative improvisation of the highest caliber.» – Blake A. Samson

Reflection, scientifically defined, is the casting back or the change of direction, of light, heat, sound, etc. after striking a surface. The more abstract concept of reflection (as the fixing of thoughts on something) combined with the symbolism of the scientific explanation, seems appropriate to describe the music in this recording. [...] A jazz performance, like conversation with good friends, is a free flowing bouncing of ideas from one to another. Themes are introduced, commented upon, pictured, examined and explored by each in​dividual, shaped by personal association and memory. The spirit of the exchange can vary from thoughtful and meditative to heated and argumentative, playful or painful, joyous or sad, introspective as a soliloquy or an uninhibited full out group expression. The themes are clues to the general form, but the musi​cians transfigure the outline of the composed pieces much as wind and current alter reflections imaged in water.           --- Dave Brubeck

	Bill  BRUFORD,  Patrick  MORAZ
	Flags
	1985
	40:48
	label: EG

Patrick Moraz [Steinway D Concert Grand, Kurzweil 250]; Bill Bruford [d, perc].

	Bill  BRUFORD,  Tony  LEVIN,  Chris BOTTI,  David  TORN
	Upper Extremities
	1998
	56:01 +
	MULTI-MEDIA CD (music: 56:01)

fusion

label: Papa Bear Records
Bruford (см. тж. с King Crimson) [d, perc, derelict piano]; 

Levin (см. тж. с: 1).T. Bozzio; 2). Gorn/Levin/Marotta; 3). King Crimson) [b, NS bass, stick, v]; 

Torn (см.) [barking g, baby acoustic g, wack g, bubbleslid g, guitar sphere, hysterium, slicer, squoze-cat, e-bow, noir, throat & moat loops, brokenbird, shattered el bouzouki, high atmos, light industry dementia, big vile winged things]; 

Botti [tp].

	Bill  BRUFORD,  Tony  LEVIN,  Chris BOTTI,  David  TORN
	UPPER EXTREMITIES:

“BLUE - Nights”
	2000
	48:02 58:57
	live in concert

Bill Bruford [d]; Chris Botti [tp]; David Torn [g, loops, oud]; Tony Levin [b, stick].

	BRUIRE
	L'ame de l'objet
	1995
	50:46
	free-jazz

label: Dame (Canada)

Jean Derome (см. в 'Alternative') [a/bar sax, fl, petits instruments]; Serge 'Golden' Boisvert [tp, v]; Claude Fradette [g, b]; Martin Tetreault [turntables]; Michel F. Cote [d].

	Uschi  BR(NING,  Georg  KATZER,  Ernst - Ludwig  PETROWSKY
	Cooperations
	1997
	45:32
	avant-garde / free improvisation

label: Konnex (Berlin) http://www.pro-web.de/konnex 

Uschi  BR(NING [v]; Georg  KATZER [k]; Ernst-Ludwig  PETROWSKY (см. тж. с: RUF  DER  HEIMAT) [a&bar sax, cl, fl].

Уже в самом названии "Кооперация" делается намёк на некую "встречу" композитора Е-музыки с импровизаторами Брюнинг и Петровски. Для меня, как "музыканта письменного стола"  это стало событием. Создавать музыку 'live' – уже само по себе нечто необыкновенное. Путь создания звучащего представления посредством карандаша и бумаги – медленный. Сочиняемая музыка склонна при этом сжиматься и композитор устремляется к определённой опасности кастрировать свои выразительные средства. А импровизация – это как спонтанная композиция. Давление шкалы времени является менее суровым контролем и не обязательно причиняет ущерб музыке. К этому добавляется особая привлекательность – напряжение того, что называется "без оков". Всё это само по себе очень ценится для соло импровизации, и во много раз больше при синхронном импровизировании. Синхронный – это ещё не коллективный, но уже на подступах. Уши и 'Лютен', как дуэт – сыгрались, это само собой разумеется, как в музыке, так и в жизни. Для меня этот CD-продакшн был не первой встречей с обоими этими превосходными музыкантами. Мой первый артистический контакт с Лютеном состоялся ещё в 1969 году, когда я писал концерт для джаз-трио с оркестром. Из последующих совместных выступлений на протяжении 80-х и 90-х годов возникло желание разработать возможность воплощения нашей работы посредством студийной работы и выпуска CD, что дожно ознаменовать попытку синтеза импровизационной музыки и джазовых элементов с серьёзной музыкой, которая, как мы это довольно часто слышим, всегда нуждается в поддержке. Уши и Эрнст Людвиг внесли сюда свой собственный необъятный опыт, а также фамильярное знакомство с самыми различными направлениями музыки. Я вошёл сюда с электронными звукообработками и специальной программой с очень быстрой реакцией – это было необходимо, ибо действовать и реагировать – в этом душа импровизационной музыки. Продуктивное общение партнёров – всегда кооперация, отсюда и название этого CD.

--- Георг Катцер

	Rainer  BR(NINGHAUS     
	BR(NINGHAUS / STOCKHAUSEN / STUDER:

"Continuum"
	1984 
	45:07
	Rainer  BR(NINGHAUS - см. тж. с: Eberhard  WEBER; Jan GARBAREK; Bernd Alois ZIMMERMANN (в 'Alternative');

label: ECM

Rainer Bruninghaus [p, synth], Markus Stockhausen (см.) [tp, piccolo tp, fl h], Fredy Studer [d].

All compositions by Rainer Bruninghaus

	Ray  BRYANT
	All Blues
	1978
	47:18
	label: Pablo (CA, USA); remaster 1995

Ray Bryant [p]; Sam Jones [b]; Grady Tate [d].

Ray Bryant is a complete modern jazz musician, capable of moving in the fastest company and meeting the most complex harmonic challenges. Yet his history and soul are firmly rooted in that most basic of forms, the blues. ‘All Blues’ could well stand not only as the title of this engaging collection of Bryant performances but as a description of the man’s philosophy; everything he plays is touched with the blues. Accompanied by bassist Sam Jones and drummer Grady Tate, men to whom propulsion and swing are as natural as breathing, in this 1978 recording Bryant examines the variety and infinite possibilities of the blues. 

Blues come in all hues. It can be a happy shouter, a gospel-tinged lament, a bebop riff laid out in 12-bar patterns. It can come at you in waltz time or stop time, or even free form devoid of bar lines. The blues can adhere to a strict 1-4-5 configuration or it can permeate your standard 32-bar song. It’s a feeling as well as a form. It’s a state of mind that can color every take in a session, and as this date proved, and this album proclaims, they’re All Blues.

In the hands of Ray Bryant, virtually all of the above reflect some degree of blue. One may have been originally aqua, but with Sam Jones walking beside Ray, and Grady Tate gently goosing him along the way, the flavor emerges as true blue.

Among the happy shouters are “C-Jam Blues” and “Symphony Sid,” and in both ins​tances, Ray betrays an impatience to get the heads out of the way and start jamming. And once he begins cooking, he reveals how inventive an improviser he is. Any one of the licks he so casually tosses off in the heat of creation is better constructed than the repetitive melodies we know as “C-Jam” and “Symphony Sid.” Actually those lead lines are mere pegs on which to hang traditional blues changes. No wonder melodically gifted improvisers like Ray are anxious to get by those obligatory 12 bars to the jazz choruses.

Ray’s gifts go beyond the melodic, of course. His instinct for instant reharmonization is a joy to hear. And his riffs—whether comping, or grooving out front—are tight little islands of rhythmic excitement. Note the carefully controlled tremolos in “C-Jam,” and the dynamic shadings from mild to wild that turn the Ellington classic into a fierce swinger. “Symphony Sid” gets the same preferential treatment. Notice how driving Ray’s comping pedal point is behind Sam’s solo. It couldn’t be simpler: gently syncopated urgings on the tonic, yet it generates so much momentum by the time Sam finishes his solo flight, that Grady effortlessly reinforces the excitement with italics on two and four.

The very pretty Bryant ballad, “Stick with It,” taken out of context—that is, includ​ed in any other kind of session—would be nothing more than just that: a pretty ballad. But this is the off-blue chart mentioned earlier, proving that songs can be judged by the company they keep. Somehow, by osmosis, it takes on some of the bluesy feel of its neighboring grooves.

At best it underscores the company Ray keeps. Sam Jones is one of the most melodic walkers in captivity, always giving off a gorgeous growl and devising lines that can exist by themselves for their lyricism. As for Grady Tate. I’m convinced his name was originally Taste, but he changed it for business purposes. His time-keeping is so supportive he will tolerate and even abet a slight rise in tempo, rather than be a human metronome. Grady understands how natural it is—as in “Symphony Sid”—to get caught up in the excitement of those precious moments when everything clicks and the cats get slightly carried away.

Everything clicks on “Billie’s Bounce,” the Charlie Parker blues line written for the booking agent Billy Shaw. (Why it came out Billie’s instead of Billy’s we’ll never know.) Ray duplicates the piano intro played by Dizzy Gillespie on that famous 1945 date (the first by Bird as a leader), but chooses a brighter tempo and shows how adaptable blues can be to the angularity of bop.

Just how adaptable it is to the lan​guage of soul is demonstrated on “Blues Changes,” another Bryant original well on its way to becoming a jazz standard. Ray reveals some of the influences that helped to mold his present sound: straight-ahead jazz, rhythm and blues, and the fervor of gospel. They’re all fused, then filtered over traditional blues changes.

Blues at its funkiest is heard on “Please Send Me Someone to Love,” and interestingly, Ray does not try to avoid those diminished chords in the pivotal fourth measure. So many contemporary jazzmen treat diminished chords as if they were car​riers of the bubonic plague, but Ray revels in them here because they’re a gutsy, ele​mental sound—much like the gospel curtsies he inserts throughout this down-home celebration.

As for the title tune it remains the most infectious of blues in ¾ time. No oom-pah-pah here. It’s Bryant, not Strauss. The treatment is a lilting, delicately swing​ing opportunity for some complex rhythmic crosscurrents by Grady beneath the off-beat jabbing of Ray’s left hand. Sam stays close to the undulating three-note ostinato, but in his solo statement he wails in the cello range.

Seven tracks, seven contrasting shades of blue. And like the tunes he chooses. Ray Bryant glories in their common denomina​tor. He himself is all blues.

—Harvey Siders, 'Los Angeles Times'

	Gavin  BRYARS
	After The Requiem
	1991 
	66:53
	Gavin  BRYARS—см. тж. ‘The Archangel Trip’ в исполнении ICEBREAKER (в секции ‘Alternative’)

label: ECM

After The Requiem [1990] -- (15:38):  Bill Frisell [el g], Alexander Balanescu [viola], Kate Musker [viola], Tony Hinnigan [cello]. 

The Old Tower  Of Lobenicht [1987]  --  (15:49):  Alexander Balanescu [vln], Roger Heaton [bcl], Dave Smith [tenor horn,p], Gavin Bryars [b], M. Allen [perc], S. Limbrick [perc], Bill Frisell [el g]. 

Alaric I  Or II [1989] -- (15:04): Evan Parker [ss], Stan Sulzmann [ss], Ray Warleigh [as], Julian Arguelles [bar s].

 Allegrasco [1983]  --  (19:46): Roger Heaton [cl], A.Balanescu [vln], Dave Smith [p], Bill Frisell [el g], Gavin Bryars [b], M. Allen, S. Limbrick [perc].

  [...] This is not the place to discuss all the fine music under the bridge since then, but it’s not farfetched to suggest that ‘After The Requiem’ will, in its own way, prove as important and as influential as that first Oslo recording, for it broaches if not new territory (“there is no new” — Busoni) at least an unclaimed land of fresh idiomatic combinations, as it signals a major advance for Gavin Bryars, composer.    — Steve Lake.

	Gavin  BRYARS
	Jesus’ Blood Never Failed Me Yet
	1993
	74:43
	label: Point

Music composed by Gavin Bryars.

Vocals performed by Tom Waits, chorus.

Produced by Philip Glass, Kurt Munkacsi and Rory Johnston, Michael Riesman.

Instruments: violins, violas, cellos, basses, string quartet, harpes, guitar, French horns, trumpets, trombones, tuba, perc, flute, clarinets, oboe, bassoon, contrabassoon, organ.

Tramp with Orchestra I (string quartet)

Tramp with Orchestra II (low strings)
Tramp with Orchestra III (no strings)
Tramp and Tom Waits with Full Orchestra
Coda: Tom Waits with High Strings
[...] Tom Waits singing with the old man. This is the first time that someone sings with the tramp rather than accompanies him. After this, one of the choirs also sings with him and the «separation» of song and accompaniment is less clear. Finally, as the whole ensemble—the tramp, Tom, the choir, the orchestra—fades away we hear, briefly, an ensemble we haven't heard before—a group of high solo strings—playing an accompaniment, but now with no singer...
Although the old man died before he could hear what I had done with his singing, the piece remains as a restrained testament to his spirit and optimism. The rhythm of his vocal line may be erratic and there is considerable irony in the relationship between what he is singing, and his circumstances at the time. But for me there is great poignancy in his voice and, though I do not share the simple optimism of his faith, I am still touched by the memory of my first encounter with what Grainger would call the «human-ness» of his voice, and through this piece I try to give it new life.    ---- Gavin Briars, April, 1993

	Gavin  BRYARS
	Vita Nova
	1994 
	56:37
	label: ECM

1. Incipit Vita Nova          6’ 02”

                        David James [countertenor]; Annemarie Dreyer [vln]; Ulrike Lachner [viola]; Rebecca Firth [cello].

2. Glorious Hill                11’ 32”

                         The Hilliard Ensemble

3. Four Elements             28’ 46”

                         Large Chamber Ensemble

4. Sub Rosa                       9’ 57”

                         Gavin Bryars Ensemble

Notes by Gavin Bryars

The four pieces on this recording were all written and first performed in the period between the last two recordings I made for ECM (1986-1990), Although they divide into two pairs of pieces according to the context in which they emerged, they have many characteristics in common. There are two pieces written for the Hilliard Ensemble (Glorious Hill and Incipit Vila Nova) and two pieces which are from the theatre (Four Elements and Sub Rosa).

However, the first piece written for the Hilliard—Glorious Hill—comes out of incidental music I wrote for the theatre, while one of the theatre pieces—Four Elements written for ballet—ends with the voice of David James, a member of the Hilliard Ensemble. At the same time, while each of these pieces originates in a com​mission they are both, like Incipit Vita Nova and Sub Rosa, pieces that have roots in quite personal events and connections.

In the final analysis I do not write music for particular instruments or vocal types, but rather for this instrumentalist or that singer and I relish the chance to get to know what they like to do and what they do best. The Hilliard Ensemble, for example, produce a blended sound of near perfection but, at the same time, have highly individual musical and personal characteristics. The het​erogeneous make up of my own ensemble, which plays Sub Rosa, arises as a consequence of my choice of the musicians with whom I want to work, and a similar principle eventually guided my choice of orchestration for Four Elements. [...]

	Gavin  BRYARS
	The Sinking Of   The Titanic
	1994
	61:13
	label: Point

produced by: Gavin Bryars, Philip Glass, Kurt Munkacsi and Rory Johnston.

Alexander Balanescu (см.) [viola]; Sophie Harris [cello]; Gavin Briars [b]; Roger Heaton [bass clarinet]; Dave Smith [tenor horn, perc, k]; James Woodrow [el g]; Martin Allen [perc]; The Westhaston Boys’ Choir; and oth.

	Gavin  BRYARS
	Cadman Requiem
	1998
	61:19
	label: Point

Cadman Requiem:

1. Requiem

2. Caedmon Paraphrase (Bede)

3. Agnus Dei

4. Caedmon’s «Creation Hymn»

5. In Paradisum

performed by

 Hilliard Ensemble: David James [alto]; Rogers Covey-Crump, John Potter [tenors]; Gordon Jones [baritone].

Fretwork: Richard Campbell, Wendy Gillespie [treble viols]; Julia Hodgson, Susanna Pell [tenor viols]; Richard Boothby [bass viol]; William Hunt [great bass viol].

Adnan Songbook:

6. - 13. Song I - VIII

performed by

Gavin Bryars Ensemble: Bill Hawkes, Andrew Parker [violas]; Sophie Harris [cello]; Gavin Bryars [double-bass]; James Woodrow [el&ac g]; Roger Heaton [cl, bass cl]; Dave Smith [conductor]; + Valdine Anderson [soprano].

14. Epilogue from Wonderlawn

performed by Gavin Bryars Ensemble.

This album is essentially of vocal music, in effect the first of my recordings where this has been the rationale for the whole album. Ever since I wrote my first opera in the early 1980s, I have enjoyed most of all having the oppor​tunity to write for the human voice. It has often been said that while a musical instrument can become an extension of a performer (in both a physical and metaphorical sense), a singing voice is the singer as both a person and performer. In writing for the voice I find myself led more and more towards the personal, both in relation to the initial choice ot texts, the musical responses to those texts, and the singers for whom I write.

Perhaps it is the very naturalness of the act of singing that enables me to feel at ease when writing vocal music. Of course, the existence of a text is a stimulus and may give a good deal of information immediately about things such as rhythm, tempo, form, melodic shape and even instrumentation as well as more nebulous things such as musical imagery. But in most cases the text itself has to be chosen or created, and on the occasions when a text is designed for musical composition, such as an opera libretto, a composer will make changes to it. The first of Etel Adnan's love poems, for example, that I felt cried out to be set was the fifth and I did not consider the others at first. It was only when

I made the decision to do all eight as a set that I looked at the remaining poems as suitable for musical setting. Similarly with Cadman Requiem I made many oblique choices regarding text in what might seem, on the surface, to be a conventional and quite straightforward form.

Each voice is unique and what I try to do is to write music for that voice which seems closest to its character. At some point in a piece's history other singers will perform the music but the music starts life in relation to the voice for which it was conceived. On this recording there are a number of different examples of the way in which I approach writing for individual singers who I am drawn towards.

With the Hilliard Ensemble there is, of course, their perfectly blended four-part ensemble, whether singing harmonies or different permutations of unisons, but there are also the highly individual voices themselves within the group singing as soloists, whether accompanied by the other voices or by instruments.

In the case of Adnan Songbook I used different vocal approaches according to the climate of the individual poems, but for all of them I was aware of what would work for Valdine's voice in relation to the poems and I wrote the music in the knowledge of how this might be achieved. This might seem rather circular, but in reality it is more like the way that through knowing someone intimately one may become aware of the likely response to a given situation. But at the same time there is always the possibility of surprise. [...]

	Jeanie  BRYSON
	Tonight I Need  You So
	1994 
	62:07
	label: Telarc Jazz (Ohio, USA)

duets- octets.

J.B. поет и классику джаза, и свои  вещи.

with: Christian Mc Bride [b]; Steve Nelson [vib]; Vic Juris [g]; Ted Brancato [p]; Don Braden [t s]; Paquito D’Rivera [a s]; Claudio Roditi [tp]; Ignacio Berroa [d]; Rudy Bird [perc].

  ‘Tonight I Need You So’ expands on the richly fulfilling truths of the first album. As before, the assurance is breathtaking. That voice contains wisdom, sassiness, sensuality, and humor. Songs are enriched and gloriously transformed when she touches them. Still, somehow, the songs retain their essence thanks to Jeanie’s inordinate love and respect for the art of writing a good song. Her choice of songs reveals a disregard for mere fashion or fad and each springs to life in the ‘all’ she gives to it. She’s not trying to dazzle with technique or style or, in fact, with anything at all. The amazing thing is that she manages to dazzle anyway — with directness and simplicity and an eagerness to share. Once again, Jeanie has collected a handful of the brightest musicians, and they shine both individually and collectively. [...] Each of these players offers a brilliant solo voice while also being a communicative member of the group creating just the right environment for a singer. The songs Jeanie has chosen are singularly arresting. The arrangements are mostly by pianist Ted Brancato, and they attract attention without drawing attention to themselves. Each one tells a story. Christian McBride on bass and Steve Nelson on vibes help Jeanie with this striking sound painting. In the process, an old favorite becomes a new one. The singing and songs on this Jeanie Brison’s album are as natural as breathing. “This time around I was not thinking at all about delivering a certain kind of album. I was just singing songs I love to sing.”  That most refreshing attitude has produced an out-of-the-ordinary musical treat.

	BUENA VISTA SOCIAL CLUB—вся серия проектов—см. в разделе ‘Latina’
	
	
	
	

	BUGPOWDER
	Bugpowder
	2002
	50:11
	free-jazz--fusion

label: Bugpowder Records   www.bugpowder.dk 

Kasper Tranberg [cornet]; Mads Hyhne [trb, Space Bone]; Jonas Struck [g, lap steel, celeste]; Laust Sonne [d, g (#5)].

1. Bugpowder

2. Indian Mode

3. Dedlet - ded

4. Thankgodthoselesbiansknewcpr

5. Fancy some bugpowder

6. Myggeneo fra Ny Guinea

7. Stick to your gun

8. Spanish chill out

	BURLESQUE  IN  JAZZ
	Burlesque In Jazz
	1990
	72:34
	compilation: 1932-49;  30 songs.

Slim & Slam; The Mills Brothers; Fats Waller; Spike Jones; Cab Calloway; Leo Watson, Hoagy Carmichael; Slim Gallard; Sarah Vaughan; Woody Herman; Louis Armstrong & Louis Jordan; Dizzy Gillespie & Joe Carroll; Louis Prima & Keely Smith; Babs Gonzales; The Four Freshmen; The Firehouse Plus Two;  Les & Scotty; The Spirits of Rhythm.

	Gary  BURTON
	Passengers
	1977 
	40:54
	label: ECM

G.B. [vibraharp]; Pat Metheny [g]; Steve Swallow [b-g]; Eberhard Weber [ac b]; Dan Gottlieb [d].

	BUSTAN  ABRAHAM
	Pictures Through The Painted Window
	1997
	59:59
	jazz-folk (типа Abou-Khalil) 

label: CramWorld (Crammed Discs)

rec. in Tel Aviv

Taiseer Elias [oud]; Miguel Herstein [classical guitar, banjo]; Amir Milstein [fl]; Avshalom Farjun [qanoun]; Nassim Dakwar [vln]; Emmanuel Mann [b]; Zohar Fresco [perc: durbakkeh, daff, bandir, zarb, bodhran, congitas, bongos, tam tams, bass d, cymbals, panderos, bells, shakers]; + guest artists: Daniela Buchbinder [cello]; vocals.

The BUSTAN (Hebrew & Arabic meaning «garden of fruits and essences») whose seedling was planted in 1991 by Avshalon Farjun and whose fruits ripened with the release of a first album, in 1992, continues to blossom and to add fresh colors and scents.

During the first three years of its existence BUSTAN ABRAHAM has become a symbol of original instrumental music that combines, in an uncompromising way, musical cultures from both East and West.

The desire to create a new standard of originality in Israeli music, as well as world music in general, brought the members of the group, musicians and composers of the highest order, both Jewish and Arab, to devote the best of their time and talents to this joint creation. All are partners in the composing and arranging.

Drawing from the varied musical backgrounds (Arabic and Europian classical, Jazz, flamenco, Turkish, Persian, Indian, Mediterranean and American) of the members of the group and those of a number of guest artists, this music has received rave reviews from audiences and critics alike in Israel and throughout the world.

	Don  BYRON 
	Tuskegee Experiments
	1992
	62:12
	Don  BYRON – постоянный победитель “DownBeat readers & critics poll winners” в категории: Clarinet.

Readers Poll Winners (JAZZIZ): Clarinet 1996
D.B.—один из лучших современных кларнетистов в классике и джазе.

Don  BYRON -- см. тж. с: Anthony BRAXTON; Bobby PREVITE; Uri CAINE (в ‘Alternative’); THIRD PERSON; Bill FRISELL “The Sweetest Punch”; Jerome Harris; Marc Ribot; Marilyn Crispell; Anthony Coleman; Gerry HEMINGWAY; KLEZMER CONSERVATORY BAND; Tom CORA;
Don Byron [cl, bcl], Bill Frisell (см) [g], Reggie Workman [b],  Pheeroan akLaff [d], Kenny Davis [el b]; Edsel Gomes [p]; Greta Buck [violin]; Richie Schwarz [marimba]; Lonnie Plaxico [b]; Joe Berkovitz [p]; Sadiq Bey (см. тж. с Uri CAINE) [poet]. 

Byron’s group sizzles with tunes ranging from Ornette Coleman to Mrs. Butterworth. Byron pushes the clarinet to the limit and peppers his solos with bizarre quotes.

  Long before I finished this recording, I knew I would call it “Tuskegee Experiments”. The word “Tuskegee” itself represents many different aspects of the African - American experience. — Don Byron.

“A Dr. Dibble hanging from his ancles in the town square, The Surgeon General’s schwartzegeist rising, while Tuskegee falls asleep. Bring them to autopsy with ulcerated limbs, with howling wives, bring them in, one coon corpse at time. (Says Dr. Dibble,) “A dollar a year for forty years to watch these shadows rot.” “They didn’t receive treatment for syphilis, but they got so much else. Medicine is a much art as it is science.” A row of crows on a rickety fence. No book learnin’. Po’ as dirt, never heard Monsieur Bechet play the clarinet. This experiment is not a crime, but a rite of sacrifice. No banana splits on sunday, no Brooks Brothers, no color TV & waterbed, no tickets to the country fair. No treatment!” — Sadiq
AMG REVIEW: Clarinetist Don Byron immediately became famous in the jazz world after the release of his debut CD as a leader. The strong themes (all but a melody apiece from Robert Schumann and Duke Ellington are originals), the advanced yet logical improvising, and the often-dramatic music make this a particularly memorable set. Byron, doubling on clarinet and bass clarinet, is heard in settings ranging from an unaccompanied solo and duets with bassist Reggie Workman and pianist Joe Berkovitz to medium-size groups with such sidemen as guitarist Bill Frisell, bassist Lonnie Plaxico, drummer Ralph Peterson, Jr., pianist Edsel Gomez and others. Although several songs involve justifiable social protest (including the title cut which has a poem by Sadiq), the music also stands alone outside of the issues. Highly recommended. ------- Scott Yanow, All-Music Guide

1. Waltz for Ellen (Byron) - 3:05

2. Tuskegee Strutter's Ball (Byron) - 8:08

3. In Memoriam: Uncle Dan (Byron) - 5:20

4. Next Love (Byron) - 9:50

5. Tears (Byron)-8:12

6. Main Stem (Ellington) - 7:26

7. Diego Rivera (Byron) - 9:23

8. Tuskegee Experiment (Byron) - 6:27

9. Auf Einer Burg (Schumann) - 3:28

	Don  BYRON
	Don Byron plays the music of Mickey Katz
	1993
	53:10
	label: Elektra Nonesuch

Don Byron [cl, v (#14), conductor]; J. D. Parran [cl, bass cl, s s, fl]; Mark Feldman [vln]; Dave Douglas (см.) [tp]; Josh Roseman (см) [trb, horse lips, boat whistle]; Uri Caine (см) [p]; Steve Alcott [b]; Richie Schwarz [d, perc, xylophone]; Lorin Sklamberg, Avi Hoffman  [v]; + gues artists: Brandon Ross [g]; Jerry Gonzalez [Latin perc]; Dan Hovey [Hawaiian g]; Jay Berliner [mandolin].

Prologue: “...shed no tears before the rain...”

Frailach Jamboree

Haim Afen Range

Mamaliege Dance

Sweet and Gentle

Litvak Square Dance

C’est Si Bon

Trombonik Tanz

Bar Mitzvah Special

Dreidel Song

Seder Dance

Paisach in Portugal

Berele’s Sherele

Mechaye War  Chant

Kiss of Meyer

Epilogue: Tears

Wedding Dance

American pop music has always been a barometer of our social climate. In the years leading up to World War II, jazz was pop. A “nation of immigrants” on the verge of entering a highly nationalistic world war needed a single, distinct identity, and jazz, an African-American music, helped shape it. Before this time American popular music had been more varied, but in the “Swing Era” Big Bands made the hits.

1941’s top tunes on «Your Hit Parade» were Jimmy Dorsey’s «Amapola» and Glenn Miller's «Chattanooga Choo Choo.»

When the war ended, the Big Bands’ grip on popular music passed with it. In the transition period between Swing and Rock—a period too wacky to have a name — it seemed as if any song from anywhere in the world could score on the charts. Music from all over Europe hit the pop charts alongside country tunes. Such diversity of material, even in these sanitized, unfunky versions, might lead one to think this period (roughly 1947-57) was a time of cheerful and harmonious pluralism. But in the ‘50s, European-American ethnics were in a headlong-rush to erase any distinctive markers of their origins.

In 1950, the top-selling songs were “Goodnight Irene,” “The Theme from The Third Man,” and “Tennessee Waltz”. The #10 song was The Weavers’ “Tzena, Tzena, Tzena.”

Popular music reflected the multicultural mix and the drive toward assimilation. Tennessee Ernie Ford — not Hank Williams — was pop music’s country star, and generic, middle-of-the-road singers like Patti Page and Pat Boone were in fashion.

In 1953 the top sellers were “Vaya Con Dios,” “Where Is Your Heart” (from Moulin Rouge), and “Oh Mein Papa.” The #10 song was “April (Paisach) in Portugal.”

These tunes were like little vaccines, weakened versions of Americans’ pre-Ellis Island identities injected into mass culture to build up resistance. After the first flush of pleasure at seeing one’s ethnic heritage represented, most people found the trivialization (and overexposure) repugnant. It was as if the goal of these pseudo-ethnic hits was to make all of us immune to whatever was not white and “American.” These songs were for many the most intimate contact with people unlike themselves. Subsequently, a song like “Volare” or “Day-O” could become the source of a stereotype in our ethnically segregated society.

Mickey Katz seemed to sense the ridiculousness of it all. This odd post-war transition period was the most fertile time for him and his parodies (which comprise the bulk of his work). He recorded his first parody, “Haim Afen Range,” in 1947, following his tenure with Spike Jones’s City Slickers [см.]. With it he dived headlong into the chasm between America’s immigrant population and a social order that held — and still holds — WASP-iness as its highest value.

In 1955 the top selling songs were “Cherry Pink and Apple Blossom White” by Perez Prado, “Rock Around the Clock” by Bill Haley and “16 Tons” by Tennessee Ernie Ford. The #7 song was Pat Boone’s cover of Fats Dominoes “Ain’t That a Shame.”

Mickey was a departure from earlier Yiddish entertainers and klezmer traditionalists. His lyrics contained few sentimental references to a romanti​cized “old country,” but instead reflected contemporary Jewish-American life. His songs portrayed people who were in touch with both ethnic tradi​tions and the consistently changing array of people, cultures and informa​tion that was, and is, America. Through most of his career, Mickey’s lyrics mixed Yiddish and English. This loyalty to the Yiddish language was remarkable considering his mass appeal and the fact that his audience was not entirely Jewish. In addition, Hebrew, not Yiddish, was the preferred language of the Zionist movement. For Jews, Yiddish evoked the painful connection to the European Jewish community destroyed in the Holocaust. Moreover, for American Jews in the process of assimilating, Yiddish was often a severe hindrance to their goals. Mickey’s decision to use this language in his lyrics was a challenge on all these fronts.

In music, it’s unusual for parodies to have anywhere near the depth of the original compositions. But Mickey consistently pulled it off. Perhaps the key to his parodies’ effectiveness is that they manage to say something sig​nificant in musical forms that are by design lightweight and disposable.

Forgettable lyrics were transformed into tales of food, sex and family; rum​bas mutated into frailachs. There’s a shock at hearing anything real in such musical triviality. And Mickey’s musicianship pushed these tunes beyond their silliness.

In 1956, the top-selling songs were Elvis’s “Don’t Be Cruel,” “The Wayward Wind” by Gogi Grant and “The Poor People of Paris” by Les Baxter. The #8 song was “Whatever Will Be, Will Be (Que Sera Sera)” by Doris Day.

A unique vocalist, Mickey was also a virtuoso clarinetist, and as a bandleader he brought together some of the best musicians of his time. He also staged and starred in several English-Yiddish Musical Variety Shows, among them The Borscht Capades and Hello, Solly! Though the majority of his records are vocal parodies, he made two instrumental albums. The first, Music for Weddings, Bar Mitzvahs and Brisses, is a classic. With the help of pianist/ composer/ arranger Nat Farber and stellar sidemen including Mannie Klein and Ziggy Elman, Mickey redefined klezmer music’s compositional possibili​ties. By presenting klezmer pieces (old and new) in an abbreviated “concerto for orchestra” format, Katz created a bold, muscular music.

To me, Mickey Katz is one of the most important artists America has pro​duced. His unique and quirky musical vision links him to a special class of bandleaders like Art Blakey, Raymond Scott, John Kirby, Steve Coleman and Harry Partch. Enjoy the music.

--------- DON BYRON

	Don  BYRON
	Music for Six Musicians
	1995
	60:16
	label: Nonesuch

Don Byron [cl, bass cl]; Graham Haynes [cornet]; Edsel Gomez [p]; Kenny Davis [el b]; Jerry Gonzalez [congas]; Ben Wittman [d].

1. “Uh-Oh, Chango!” / White History Month

2. Shelby Steele would be mowing your lawn.

3. (The press made) Rodney King (responsible for the LA riots)

4. “I’ll chill on the Marley tapes...”

5. SEX / WORK

6. La Estrellita

7. “...that sucking sound...” (for Ross Perot)

8. Crown Heights

9. The Allure of Entanglement

10. The Importance of being SHARPTON

Hold it, hold it, hold it! So what?!

You think it fair if there was a white history month? 

Let s make a deal like:

Are you for real?

When Steele spoke the joke:

“I picture a kind of underground railroad,

Delivering us in the dead of night from the inner city to the suburbs.”

Yea, like right into the hand of the Klan?

Yo, white history month—speak on it,

John Brown! Emma Goldman! Beethoven! Sue Coe!

Here we go,

To hell with Kierkegaard, Nietzsche, and the likes of Foucault.

Fat mouth capo of the dis

You seem to be a little remiss

To what allowed your recognition

Your stupid strategies suggest revision.

Without Black champions you’d be

Wiping up the mess when the guests are gone

Without our heroes, Shelby Steele would be mowing the master’s   grass,

A lawn jockey waiting for the mailman.

	Don  BYRON
	No-Vibe Zone
	1996
	67:51
	label: Knitting Factory Works (NY) www.knittingfactory.com 

Don Byron [cl]; David Gilmore [g]; Uri Caine (см) [p]; Kenny Davis [b]; Marvin ‘Smitty’ Smith [d].  Rec. 1996.

1. WRU (Ornette Coleman)

2. Sex/Work [Clarence/Anita] (DB)

3./4. Next Love/The Allure of Entanglement (DB)

5. Tangerine (Johnny Mercer)

6. Tuskegee Strutter’s Ball (DB)

“Don Byron’s clarinet has single-handedly redefined the instrument’s role in modern jazz”

This all-star band recorded live in front of eight heads during New York’s famed Blizzard of ‘94. Byron’s group sizzles with tunes ranging from Ornette Coleman to Mrs. Butterworth. Following the lead of John Carter, Byron pushes the clarinet to the limit and peppers his solos with bizzare quotes. A souvenir from the history of downtown jazz.

	Don  BYRON
	Bug Music
	1996
	51:05
	label: Nonesuch

Don Byron [cl, bar s, v (#4)]; Steve Wilson [a s]; Robert DeBellis [t s]; Charles Lewis [tp]; Steve Bernstein (см) [tp]; Craig Harris [trb]; Uri Craine (см) [p, v (#4)]; Paul Meyers [banjo]; David Gilmore [g]; Kenny Davis [b]; Pheeroan akLaff / Billy Hart / Joey Baron [d]; Dean Bowman [v (#14)].

Ретро проект. Plays music of The Duke Ellington Orch., John Kirby & his Orch., Raymond Scott Quintette, Billy Strayhorn.

DON BYRON:

This album is named after my favorite episode of the flintstones. “Bug Music with them four insects” is the Flintstones’ version of The Beetles. In this episode, adults talk about their hatred of the stuff. Fred’s wild hillbilly cousins, the Hatrocks (also haters of Bug Music) come to visit on their way to the World’s Fair. Much to the chagrin of Fred’s family and friends, the voracious, freeloading, gun-carrying Hatrocks overstay their welcome just to avoid live performances of Bug Music at the fair. Finally, Bug Music also takes over Bedrock and the Hatrocks are compelled to floe. The Booties’ music, though now thought of as mainstream and accessible, was portrayed (in the guise of Bug Music) as horrible, referred to by the Flintstones’ Addams-Familyesque neighbors, the Gruesomes, as “the only thing more repulsive than we are.”

Bug Music has lived on for me as a fable of the public’s subjectivity. The wind can blow one way or another with the public, yet another with critics. Both public and critical opinion may change over time, and never can they

necessarily indicate the actual strength of a composition. It is only the tendencies of real composers which makes music a universal language: their ability to make harmonic, melodic, rhythmic, or textural material (which may be considered unusual, unacceptable, or implausible) feel surprising and inevitable and ultimately irreplaceable; to recognize “out” ideas in other composers, recycle them, and synthesize something new within the circum​stances of their own era and genre; to combine information from outside sources with one’s individual sense of what is possible. In this way, Duke could recognize the compositional impulse in Tchaikovsky, Scott could recognize the same in Duke, and Kirby in Chopin.

It matters very little to God whether or not a piece of music is Jazz, only that it is a com​positional act. This is the only universal truth in music, and the entirety of musical art. The bandleaders whose work I present here are linked compositionally in ways not to be supported in biographical account, but in what they share in common: their love of hemiola, unusual chord progressions, minutely detailed arrangements, and their ability to fashion pieces that explore the talents of individual bandmembers.

Scott and Kirby, though popular in their day, suffered later under the public and critical subjectivity mentioned above. Critic Gunther Schuller writes of Kirby: «...if is difficult now, more than fifty years later, to imagine what prompted the Sextet's considerable popularity... a stifling artificiality that soon led completely away from jazz, leaving no trace of its exis​tence...» and of Scott: «The other category [of classically influenced pieces] consisted of novelty pieces with allusions to classical forms, chamber instrumentations, usually with humorously fancy, aristocratic sounding titles, such as Minuet in Jazz, In an 18th-Century Drawing Room, Reckless Night on Board an Ocean Liner... etc. Unfortunately these pieces were generally long (and clever) on titles and short on musical substance. «

In their heydays the Scott and Kirby bands were commercially successful. Scott’s music was performed in movies featuring the likes Sonja Henie and Shirley Temple. His music is the backbone of Carl Stalling’s cartoon scores, instantly recognizable to at least three generations of cartoon lovers. His was the house band of the popular show, ‘Your Hit Parade’. Scott’s music was entirely through-composed. This threw lots of jazz critics off the track, though one forgets that many Ellington solos were also quite well scripted, and that before the bebop era bands often performed recorded solos note-for-note at concerts.

Kirby’s band was not quite as commercially successful as Scott’s, but it was as successful as an ambitious black band could be in those days. The bravery of Kirby’s music can be appreciated if one considers what an African-American musicians was supposed to sound like in this period or, more directly, what an African-American musician was supposed to know. The band’s sophisticated sound led to many society engagements, and Kirby’s was one of the earliest black bands to have its own radio show. The band featured some of the finest African-American jazz players of the period, including Russell Procope, Charlie Shavers, Ben Webster, and Buster Bailey.

Jazz historians have chosen to understate the importance of these bands in their histories of American music. The reasons for this rejection have much to do with these bands’ overt interest in classical music, and the rigorous nature of their compositions. This music lives in a zone somewhere between jazz and classical music. These groups accomplished this in a time when such a mix of influences was considered even more unusual than it is today.

Scott's music survives as a novelty, part of the canon of «downtown» cultural exotica. Kirby's music is all but forgotten. Yet they were the bandleaders who responded to the compositional challenges issued by Ellington's early work. As for the Ellingtonia, I can say that the music he made in this early period is some of my favorite music in the world.

	Don  BYRON
	Nu Blaxploitation 
	1998
	75:06
	label: Blue Note

Don Byron [cl, bar sax, perc]; Sadiq [poet]; Uri Caine (см) [p, organ, clavinet]; Reggie Washington [b]; Ben Wittman [d]; Dean Bowman [v]; Curtis Fowlkes [trb]; David Gilmore [g]; James Zollar [tp]; Johnny Almendra [perc].

Don Byron plays Buffet Clarinets.

"I dedicated this album to some more of my heroes: Arnold Schoenberg, Thomas Dolby and Chris Rock.

Если кто-то хочет записать этот диск без “poetry”, следует исключить №1-3, 5, 7, 12. Остальные вещи здесь – чистый funk (только в №6 – мягкий rappin’ вокал). И этот остаток составляет 51:24. 

	Don  BYRON
	Romance With The Unseen
	1999
	66:24
	#1 CLARINET PLAYER DOWNBEAT CRITICS POLL EIGHT YEARS RUNNING! (1992-1999)

label: Blue Note

Don Byron [cl]; Bill Frisell (см) [g]; Drew Gress [b]; Jack DeJohnette [d].

Боповый диск, густо настоен на мелодизме – в основном ретро (любимый конёк Don Byron’а). Включает также и такую композицию, как “One Finger Snap” (№7), в духе позднего М. Дэйвиса – a la Сальвадор Дали в музыке.

	Don  BYRON
	A Fine Line
	2000
	49:58
	label: Blue Note   www.bluenote.com 

www.donbyron.com 

“Has the art of writing arias and lieder been lost altogether? I think not. Rather, even as various harmonic revolutions have propelled 20th-century classical music away from tonality as most people—listeners and musicians alike— understand it, and the hands-on nature of African-influenced popular music has placed the tools of romantic harmony in the hands of more composers, the art of arias and lieder— the sense of drama of great arias, and the matching of music and lyrics in lieder—may have grown stronger than ever, though completely outside of the classical music forum. I pose the question: Is there an aria greater than Roy Orbison's "It's Over"?

Our group is not the objective instrument that a classical ensemble pretends to be. The performers were selected for their strong and varied "subjectivities," hoping that a song untethered from its stylistic conventions could be heard anew.” ---  DON BYRON

1. CHECK UP (Ornette Coleman) 

MARK LEDFORD -- vocal
DON BYRON -- clarinet 

URI CAINE (см. в ‘Alternative’) -- piano

JEROME HARRIS (см.) -- ACOUSTIC BASS GUITAR 

PAULO BRAGA -- DRUMS

2. ZWIELICHT (TWILIGHT) (Robert Schumann, from 'Liederkreis, Op. 38") 

DON BYRON -- BASS CLARINET

URI CAINE -- piano

3. GLITTER AND BE GAY (Leonard Bernstein/Richard Wilbur, from "Candide") 
PATRICIA O'CALLAGHAN -- vocal
DON BYRON -- clarinet, bass clarinet 

URI CAINE -- piano
JEROME HARRIS -- ACOUSTIC BASS GUITAR 

PAULO BRAGA – DRUMS, PERCUSSION

4. BASQUIAT (Don Byron) 
DON BYRON -- CLARINET 

URI CAINE – piano

5. IT'S OVER (William Dees / Roy Orbison) 

MARK LEDFORD -- vocal 

PATRICIA O'CALLAGHAN -- background vocals
DON BYRON -- BASS clarinet 

URI CAINE -- piano
JEROME HARRIS -- acoustic bass guitar, acoustic guitar 

PAULO BRAGA -- DRUMS, PERCUSSION

6. CREEPIN' (Stevie Wonder) 
PATRICIA O'CALLAGHAN -- vocal 

MARK LEDFORD -- harmony VOCAL 

DON BYRON -- clarinet
URI CAINE -- piano
JEROME HARRIS -- ACOUSTIC BASS GUITAR
PAULO BRAGA – DRUMS

7. NESSUN DORMA (Giacomo Puccini, from "Turandot") 

DON BYRON -- CLARINET 

URI CAINE – piano

8. SOLDIER IN THE RAIN (Henry Mancini) 
DON BYRON -- CLARINET, BASS CLARINET
URI CAINE -- piano
JEROME HARRIS -- ACOUSTIC BASS GUITAR
PAULO BRAGA – drums, PERCUSSION
PATRICIA O'CALLAGHAN, MARK LEDFORD, DEAN BOWMAN, JEROME HARRIS – vocals

9. REACH OUT I'LL BE THERE (Brian Holland/Lamont Dozier/Edward Holland) 

DON BYRON -- BASS clarinet 

URI CAINE – piano

10. THE LADIES WHO LUNCH (Stephen Sondheim, from "Company") 

CASSANDRA WILSON (см.) -- vocal
DON BYRON -- BASS CLARINET 

URI CAINE -- piano
JEROME HARRIS -- ACOUSTIC BASS GUITAR 

PAULO BRAGA -- DRUMS, PERCUSSION

11. LARGHETTO (Frederic Chopin, from "Piano Concerto No. 2") 

DON BYRON -- clarinet


