	DARK
	Dark
	1986
	43:04
	avant-fusion
label: CMP

Mark Nauseef (см.) [perc, k], Leonice Shinneman [perc, k], Mark London Sims [b, perc, k]; Catherine Guard [v].

Astro Bells: Aluminum Plates, created by John Bergamo and Kurt Renker.
African Drums (Atsimewu, Agboba, Sogo, Kidi, Kaganu, Kloboto &Totodzi), Axatse (Rattle) and Gankogui (Bell) are the family of instru​ments used by the Anlo Ewe People of Ghana.
Tippi (Coconutshell), Ghatam (Clay Pot), Kanjira (Frame Drum) and Dhavil are South Indian Instruments.
Bows, Monsterchops and African Drums by LEONICE.

	DARK
	Tamna Voda
	1988 
	42:38
	label: CMP

Mark Nauseef (см.) [d, perc, key], Leonice Shinneman [perc], Mark London Sims [b, organ], Miroslav Tadic [el & ac g-s];  with L. Shankar (см.) [double-violin] & David Torn (см.) [g, guitarloops].

 Очень насыщенный avant-fusion; похож на King Crimson  70-х.

	David  DARLING
	Cycles
	1982 
	46:28
	David Darling – см. тж. с:  Dan HICKS;

label: ECM

David Darling [cello, 8-string el cello], Collin Walcott (см.) [sitar, tabla, perc], Steve Kuhn [p], Jan Garbarek (см.) [ts, ss], Arild Andersen (см.) [b], Oscar Castro-Neves [g].

	David  DARLING
	Cello
	1992 
	44:18
	label: ECM

David Darling solo.

	David  DARLING
	The Tao Of Cello
	1993
	57:11
	David Darling solo.

Music can touch you deeply. Go straight to the heart and affect your inner being. Great musicians have always known this instinctively...  It has been written that  ‘Tao inhabits every created thing.’  For world-renowned cellist David Darling, the improvisations on  ‘The Tao of Cello’ celebrate the spontaneous creativity of the human spirit. Listen to Darling’s solo cello — recorded in a beautiful Connecticut barn — and your experiences will flow seamlessly from thoughtful introspection to playful exuberance. Each of the 22 selections is titled with an excerpt from the passages in the Tao Te Ching, a seminal work by Chinese philosopher Lao Tsu. The titles suggest deep contemplation, as does the music; together they form a beautiful whole.

	David  DARLING
	Eight String Religion
	1993
	48:02
	All music composed and performed by David Darling on acoustic cello, 4 and 8 string solid body celli, piano, voice, log drum, and bundtpan. Environmental sounds by Mickey Houlihan.

	David  DARLING
	Dark Wood
	1995 
	44:36
	label: ECM

David Darling solo.

	Matt  DARRIAU’ PARADOX Trio
	Paradox Trio
	1995
	55:39
	Matt  DARRIAU – см. тж. его проект BALLIN’ THE JACK; тж. с: Sanda WEIGL; David «Fuze»  FIUCZYNSKI; Frank LONDON (KLEZMATICS); PHARAOH'S DAUGHTER; Marc  RIBOT;

label: Knitting Factory Works (NYC)

Matt Darriau [woodwinds]; Brad Schoeppach [g]; Rufus Cappadocia (см. тж.: David «Fuze»  FIUCZYNSKI   & Rufus CAPPADOCIA) [cellos]; Seido Salifoski [dumbeks].

E-mail: paradox@sprynet.com
"Jazz-inflected music that looked Eastward for creative fuel... and fine fuel it is" -- Josef Woodard, JAZZIZ.

“In every case the musical ventures taken on reflect an omnibus knowledge of what is now, at the very least, a global music culture of mammoth proportions. And no band better demonstrates this than Matt Darriau’s Paradox Trio.” --- Earshot Magazine

Matt Darriau recently was rewarded the distinguished honor of being named in Jazziz' top 100 most influencial jazz artists of this century. Darriau's effervescent performances and tight-knit aesthetic have brought the Paradox Trio into world-wide prominence. The Paradox Trio focus on interpretations of crossover repertoire in Balkan and Klezmer traditions; they take the listener to the place where Balkan and Klezmer intersect. This upcoming recording features perhaps the most noted Yiddish song interpreters today.

Paradox Trio brings together some of New York’s strongest musicians in this passionate, energetic and challenging music characterized by complex modes and rhythms.

	Matt  DARRIAU’ PARADOX Trio
	Flying at a Slant
	1997
	65:03
	label: Knitting Factory Works (NY)

Matt Darriau [a&s s, cl, kaval (Bulgarian end-blown flute), gaida (Bulgarian bagpipe), Spanish small folk clarinet]; Brad Shepik [el g, el saz, Portugese guitar]; Rufus Cappadocia [5-string cello]; Seido Salifoski [dumbeks, perc, tupan (large Balkan drum)].

«This hard working crew makes joyful music with an edge, and it happens – from rhythmic Klezmer to offbeat Balkan tunes – with apparent ease.»  -- The New Yorker
With this CD, Paradox Trio continues their sound explorations based on the free-spirited meters & modes of Eastern European Gypsy, Jazz & Klezmer music. 

Matt Darriau is one of the most respected and hard-working musicians playing in the genre loosely known as ‘klezmer’, as bandleader/composer for Paradox Trio and a member of the ever-popular Klezmatics. With this CD, Paradox Trio continues their sound explorations based on the free-spirited meters & modes of Eastern European Gypsy, Balkan,  & Klezmer music with jazz to create swirling masterpieces of unprecedented beauty and melody.

The band’s composing and playing bring a strong and unique version to the music. Its cascading melodies and fevered pitch carry listeners high and deliver them to that place where Balkan and Klezmer meet.

	Matt  DARRIAU’ PARADOX Trio
	Source
	1999
	61:02
	label: Knitting Factory Works

Matt Darriau: reeds

Rufus Cappadocia: cello

Seido Salifoski: dumbek

Brad Shepik: guitar

1. Turkic

2. Uskudar

3. Wounds

4. Hora/Honga

5. Alts far gelt

6. Ozi vezimrat ya

7. Ghost Dance

8. Oriental Suite

9. Bocet doina

	Carlo Actis DATO – см. с: Kazutoki UMEZU
	
	
	
	

	Miles  DAVIS
	Blue Moods
	1955
	27:00
	Miles Davis [tp], Britt Woodman [tb], Charles Mingus (см.) [b], Teddy Charles [vibes], Elvin Jones [d].

MILES DAVIS ЭТО JAZZ

В мае 2001 года исполнилось 75 лет со дня рождения крупнейшего мастера джаза в мире – Майлза Девиса.

Как всегда у Дэвиса, между слов сказано гораздо больше, чем словами. Дэвис сказал главное: во-первых, джаз — рав​ноправная часть всей Музыки с большой бу​квы. То, что происходит в джазе (с джазом?), влияет на всю Музыку вообще. А во-вторых: если и не за все эти пять или шесть направ​лений Дэвис сам несёт единоличную ответ​ственность, то, в любом случае, его участие имело место и в той революции, которая привела к власти в 40-е годы первый стиль современного джаза — бибоп. В 20-летнем провинциальном мальчишке без особого опыта определенно что-то было, если абсо​лютно гениальный Чарли Паркер решитель​но не мог без него обойтись...

Первая революция, которую совершил Майлз Дэвис, прошла не так бурно, как втор​жение молодых хипстеров-боперов. Хотя бы потому, что к концу 40-х боперы уже окон​чательно разделили американскую поп-му​зыку, проходившую под лейблом jazz & blues— на элитарный клубный jazz и шум​ный танцевальный rhythm & blues, впо​следствии переименованный белыми подра​жателями — Биллом Хэйли, Элвисом Пресли — в rock'n'roll. Однако революция Дэвиса, конечно, не была «бурей в стакане». Это был настоящий переворот в художественном са​мосознании джазменов. Ровный академиче​ский звук, тщательно прописанные компо​зиции и аранжировки стандартов, отрицание деланной виртуозности (Джеки Маклейн: «Майлзу довольно трёх нот там, где другим не хватает тридцати»), несимметричные квадраты-корусы. Да и сам состав — нонет с вязким звучанием валторны и тубы — казал​ся излишеством. И не только владельцам клу​бов, привыкшим к бибоповскому составу — квинтету. Более того, Дэвис потребовал от единственного владельца клуба Royal Roost, чтобы на афише под его именем обя​зательно было написано: «Аранжировки Гила Эванса, Джона Льюиса и Джерри Маллигана». Двое из трёх были белые. Это, в свою очередь, вызвало недовольство в чёрной среде. «А вы найдите мне чёрного, который играл бы как Ли Конитц!»— возражал Дэвис.

Поначалу лёгкий, воздушный саунд вос​принимался вообще как отрицание всего афроамериканского в джазе. Но вскоре на​шлось словечко хипстеров «кул» (почти в со​временном его значении — «круто!»), кото​рое хорошо подходило к саунду нонета Дэ​виса. А потом выяснилось, что в стиле «кул» играют разные музыканты на востоке (Модерн-Джаз-квартет, Ленни Тристано) и на западе США (Дейв Брубек, Джерри Маллиган). В 1940—50 гг. Дэвис ухитрился в те​чение нескольких месяцев записать три ва​рианта своего состава в студии Capitol. Чуть позднее два Кэпитол-Нонета из трёх вышли на легендарном альбоме Birth Of The Cool. Этим названием, как известно, уже в конце XX века вовсю пользовались музыкан​ты эйсид-джаза, не говоря уже о Бивисе и Баттхеде.

Но в игре самого Майлза уже слышалось новое, вернее, ещё не совсем забытое ста​рое: поначалу это даже назвали «нео-боп». Потом, правда, предпочли другой термин — хард-боп. Хард-боп, а вместе с ним и боп, и кул — это мейнстрим сегодня. Всё, что до — ретро; всё, что после—авангард. Если не счи​тать, конечно электрического джаза или джаз-рок-фьюжн.

Сам Дэвис к середине 50-х освобождается от наркотической зависимости: в своей ав​тобиографии он подробно описал процесс ломки, а где-то даже сравнил её по степени «унижения» со своим подростковым пережи​ванием, когда с помощью раскалённых щип​цов и какой-то домашней химии чёрные под​ростки пытались выпрямить волосы. Им ка​залось, что в прямых волосах, как у белых, сила, как в гемоглобине.

Так или иначе, Дэвис середины 50-х полон сил. Он собирает свой первый «великий квинтет», хотя один из пятерых, басист Пол Чеймберс, — подросток, а второй, Джон Колтрейн, — по существу, юный любитель, пришедший из мира ритм-энд-блюза. Но главное — от тенор-саксфониста Сонни Роллинса Дэ​вис получил точное представление о том, в какую сторону джаз должен идти. Даже на​звания его дисков, записанных за один при​сест в 1956 году (на независимой фирме Prestige), по-деловому, почти по-военно​му, односложны: Relaxin', Cookin', Steamin', Workin'. Ещё раньше вышла Walkin' c одноимённым блюзом, почти «фанки» (авторство его приписал себе один проходимец, подвизавшийся в амплуа кон​цертного агента). Это — инсайт, взгляд на десять лет вперёд: в будущий фьюжн и модаль​ный джаз. Саунд остаётся как бы в стиле кул — «безразличным», музыка всё усложняет​ся и усложняется. Особенно у саксофониста-новичка Джона Колтрейна.

Все эти пластинки в прошлом году были изданы в комплекте Miles Davis & John Coltrane — The Complete Columbia Recordings 1955-1961. В этом году комплект получает Грэмми, причём примечательно — не в разделе «переизданий», а за «комплект дисков», то есть наравне с живущими артистами.

Самое поразительное, что Дэвис был в то время слугой двух господ: он подписал кон​тракт с Колумбией, хотя соглашение с Престижем ещё было в силе. Как это бы​вает в искусстве, прилив творческой энергии нередко — всего лишь результат внешних об​стоятельств. Записанные для Престижа в спешке, как бы через силу (только бы поско​рее разделаться с контрактными обязатель​ствами) альбомы — такие же шедевры, как и открывающие перспективу записи с тем же квартетом на самой престижной в то время во всём мире фирме Колумбия. Достаточ​но сказать, что Майлз Дэвис был фактически первым из джазистов, кого подписала ком​пания, владевшая пожизненным контрактом с самим Игорем Стравинским.

Музыка Майлза Дэвиса — изменчивая, как живопись Пикассо или сочинения Стравин​ского. Это параллель экзистенциализму че​ловека, запертого в «тюрьме жизни» (сам Дэ​вис так прямо и обобщает название своего поп-альбома You're Under Arrest). Лидер экзистенциализма Жан-Поль Сартр как-то сказал Дэвису, сидевшему в кафе на Монмар​тре в обнимку с «музой экзистенциализма» певицей Жюльетт Греко: «Почему бы вам не пожениться?». Они не поженились. Но джаз и левый берег Парижа соединились по-ино​му: в 1957 году Дэвис сделал музыку к филь​му Луи Маля «Лифт на эшафот». Типичный экзистенциализм. Убийца после преступле​ния застревает в лифте, чтобы потом быть обвинённым в другом убийстве, которого не совершал. Один только звук трубы Дэвиса за кадром говорит о том, что, пользуясь слова​ми Сартра, «выхода всё равно нет», — сра​зу, решительно и бесповоротно. 

Рубеж 50-60-х — серия пластинок Майлза Дэвиса со студийным оркестром под управ​лением Гила Эванса. С Эвансом Дэвис дру​жил еще с 40-х. И если Кэпитол-Нонет— это рождение кула, то череда изданий, начав​шаяся в 1957 году начиная с Miles Ahead и заканчи​вая музыкой к несостоявшемуся филь​му Quiet Nights, — его кульминация и од​новременно подведение итогов. Quiet Nights, между прочим, была выпущена без ведома музыкантов. Все остальные диски этой серии — шедевры, и каждый по-своему. Sketches Of Spain запустила всемирную мо​ду на никому тогда не известное сочинение слепого испанского композитора Хоакина Родриго 30-летней давности, «Аранхуэзский концерт». На инструментальной версии опе​ры Гершвина «Порги и Бесс» впервые был испробован так называемый «модальный метод импровизации».

Окончательно этот («ладовый», как у нас говорят) метод Дэвис сформулировал на ка​мерном альбоме Kind Of Blue — по мне​нию некоторых музыкантов, лучшем джазо​вом альбоме всех времён. Редчайший слу​чай — оценки теоретиков, практиков и слу​шателей в данном случае не расходятся!

Quiet Nights, не очень ловко завершив​шая серию оркестровых записей Дэвиса, вы​шла в 1963 году (на самом деле, это не такой уж слабый альбом, в нём есть что-то и от бу​дущего эйсид-джаза, и от тогдашнего easy listening). А уже в январе 1965 года выхо​дит пластинка E.S.P., на которой ритмиче​ский аккомпанемент одной вещи, под загадочным названием «81», мог бы пригодить​ся какой-нибудь психоделической группе вроде Greatful Dead. Но хиппи и серьёзный рок ещё не были в моде — хотя джазмены, конечно, ощущали давление не по-мужски длинноволосых выскочек с картонными по виду электрогитарами и совсем игрушечны​ми электроорганчиками. Дэвис почувствовал (ощутил, предвидел), что всё меняется.

Если для внешнего мира — и поклонни​ков, и коллег-профессионалов — его пере​ход к «электрифицированной» музыке был подобен короткому замыканию, то на самом деле всё происходило с неумолимой неиз​бежностью. На следующем диске в одном но​мере появляется электрогитара будущей су​перзвезды smooth jazz – Джорджа Бенсона. Потом — электророяль, на котором по оче​реди играли и постоянный участник квинте​та — Херби Хэнкок, и новый герой — Чик Кориа. Потом они стали играть на клавиш​ных одновременно, потом — появился тре​тий клавишник, австриец, между прочим, Джо Завинул. Вместо контрабаса Дэвис обя​зал британца Холланда играть на бас-гита​ре и, наконец, к ним присоединился настоя​щий «электрический гитарист» Джон Маклафлин (John McLaughlin).

Так что джаз-рок-революция свершалась в течение всего 1969 года постепенно, неза​метно, «потихоньку» —о, ирония судьбы! — это название альбома In A Silent Way. «Электрошок» почувствовали только с выхо​дом следующей пластинки — двойного аль​бома Bitches Brew (не ищите перевода — это игра слов от имени чёрной актрисы Peaches Prewer, позировавшей для обложки).

Некоторые весьма авторитетные джазо​вые справочники отказывались публиковать дискографию Дэвиса с 1969 года: дальней​шая эволюция музыканта, по их словам, обу​славливается тем, что «бывший джазмен одержим амбициями создать лучший рок-ан​самбль на свете». Нет, конечно, эти амбиции всерьёз обуревали его гитариста, Маклафлина. Который-таки добился своего, когда выпустил со своим квинтетом Mahavishnu Orchestra диск Inner Mountain Flame...

Примерно с 1975 по 1980 год Майлз Дэвис серьёзно болел — болезней накопилось мно​го, он подробно и без стеснения, во всех под​робностях рассказывает о своих физиологиче​ских немощах в откровенной автобиографии.

Реально «нового Дэвиса» ждали больше семи лет. Каждый перерыв в творчестве му​зыканта означал, что на горизонте появля​ются новые истины. «Человек с инструментом» (Man With the Horn) появился в 83-м, и, по первому прослушиванию, будто бы ни​чего не изменилось. Перемены ощутились позже, когда к последнему своему альбому 64-летний музыкант привлёк трёх молодых рэпперов и ди-джеев.

Один из них. Easy Mo Bey, высказал то, че​го не ожидали от молодёжи поколения хип-хопа: «Let's kick a verse for my man called Miles / Seems me his music's gonna be around for a long while!» («Сдаётся мне, что музыка его — это надолго!") Да, надолго.

---- PLAY

	Miles  DAVIS
	'Round About Midnight
	1956
	39:10
	M.Davis with: John Coltrane (см.), W. “Red” Garland, Paul Chambers, “Philly Joe” Jones.

	Miles  DAVIS
	Cooking With The Miles Davis Quintet
	1956
	41:47
	label: Mobil Fidelity

состав – как выше.

	Miles  DAVIS
	Ascenseur pour l'echafaud (Lift to the scaffold)
	1958
	74:20
	label: PolyGram, 1988

Miles Davis [tp]; Barney Wilen [t s]; Rene Urtreger [p]; Pierre Michelot [b]; Kenny Clarke [d].

Complete recordings (with previously unreleased tracks).

Rec.: Paris, December 4 & 5 1957

	Miles  DAVIS
	Porgy And Bess
	1958
	50:55
	большой состав духовых + P.Chambers [b], P.J.Jones [d], under the direction of Gil Evans.

	Miles  DAVIS
	Milestones
	1958
	47:58
	M.Davis with: J. “Cannonball” Adderley, J.Coltrane, R.Garland, P.Chambers, “Philly” J.Jones.

	Miles  DAVIS
	Kind Of Blue
	1959
	45:37
	Columbia Legacy, MasterSound Edition, gold CD; Remixed and Remastered at Sony Music Studios, 1992.

M.Davis [tp]; Julian Adderly [a s (#3)]; John Coltrane [t s]; Wyn Kelly [p (#2)]; Bill Evans [p]; Paul Chambers [b]; James Cobb [d].

	Miles  DAVIS
	Miles Davis & John Coltrane At Stockholm
	1960
	71:31
	M.Davis with: Coltrane, W.Kelly, P.Chambers, Jimmy Cobb.

	Miles  DAVIS
	Someday My Prince Will Come
	1961
	42:03
	M. Davis with: J. Coltrane, H. Mobley, W. Kelly, P. Chambers, J. Cobb, P.J. Jones.

	Miles  DAVIS
	Ballads
	1961-63
	47:33
	состав варьируется.

	Miles  DAVIS
	Seven Steps To Heaven
	1963
	46:22
	M.Davis with: Victor Feldman [p]; H.Hancock (см.) [p]; G.Coleman [t s]; F.Butler, A.Williams [d].

	Miles  DAVIS
	E.S.P.
	1965
	48:25
	M.Davis [tp], Wayne Shorter [t s], Tony Williams [d], Ron Carter (см.) [b], H.Hancock [p].

	Miles  DAVIS
	Cookin' At The Plugged Nickel
	1965
	57:13
	M.Davis with: H.Hancock, Ron Carter, W.Shorter, T.Williams.

	Miles  DAVIS
	Miles Smiles
	1966
	42:09
	M.Davis with: Shorter, Hancock, Carter, Williams.

	Miles  DAVIS
	Nefertiti
	1967
	39:11
	как выше.

	Miles  DAVIS
	Sorcerer
	1967
	40:32
	M.Davis with: Shorter, Hancock, Carter, Williams

	Miles  DAVIS
	Sketches Of Spain
	1967
	41:24
	Arranged and conducted by Gil Evans.      CD contains previously released material

	Miles  DAVIS
	Filles De Kilimanjaro
	1968
	56:31
	M.Davis with: Shorter,Hancock, Carter, Williams, Corea,Holland.

	Miles  DAVIS
	Miles In The Sky
	1968
	51:07
	M.Davis with: Hancock, Shorter, Carter, Williams, + Benson.

	Miles  DAVIS
	In A Silent Way
	1969
	38:02
	M.Davis [tp]; Hancock, Corea (см.) [el p]; Shorter [ts]; D. Holland (см.) [b]; Josef Zawinul (см.) [el p, organ];  McLaughlin (см.) [g]; Tony Williams [d].

	Miles  DAVIS
	The Complete Bitches Brew Sessions

[4 CD]
	1970
	69:05

75:49

73:34

47:29
	with previously unissued tracks

Сокращённое издание этих материалов вышло сперва на двойном виниле, в своё время, затем в этом же виде было переиздано на CD, а теперь, наконец, свеже-ремастированные, все комозиции Bitches Brew увидели свет. Причём, первое 2CD-издание здесь умещается на CD1 + №1, 2 (25 мин.) CD2, - такое вот мощное дополнение мы получили.

M.Davis [tp], Shorter [ss], Lenny White [d], Bennie Maupin [bcl], Corea [el p], Jim Riley [perc], DeJohnette (см.) [d], Harvey Brooks [Fender b], D. Holland [b],  McLaughlin [el g], Joe Zawinul & Larry Young [el p].

	Miles  DAVIS
	at Fillmore

[2 CD]
	1970
	51:17 50:29
	M.Davis [tp]; Keith Jarreth [organ]; Chick Corea [el p]; Steve Grossman [s s]; Dave Holland [el b]; Jack DeJohnette [d]; Airto Moreira [perc].

1. Wednesday Miles

2. Thursday Miles

3. Friday Miles

4. Saturday Miles

	Miles  DAVIS
	Live – Evil

 [2 CD]
	1971
	49:39 52:13
	M.Davis [tp]; Keith Jarreth [p]; Joe Zawinul, Herbie Hancock, Chick Corea [k]; John McLaughlin [g]; Steve Grossman [s]; Dave Holland [b]; Airto Moreira [perc]; Jack DeJohnette [d]; Hermeto Pascoal [v].

  Live in Washington, December 18, 1970. New York, February – June, 1970.

	Miles  DAVIS
	On The Corner
	1972
	54:51
	состав варьируется.

	Miles  DAVIS
	Get Up With It

[2 CD]
	1972
	60:09 64:10
	label: Sony

M.Davis [tp, organ, p]; Michael Henderson [Fender bass]; Al Foster / Willie Cobham [d]; Mtume [African perc]; John McLaughlin / Reggie Lucas [g]; Steve Grossman / John Stobblefield [s]; David Liebman [fl]; Herbie Hancock [k]; a.o.

Produced by Teo Macero

	Miles  DAVIS
	Pangaea

[2 CD]
	1975
	41:48 46:50
	septet

	Miles  DAVIS
	Circle In The Round

[2 CD]
	1979
	48:4450:07
	Recorded 1955-70. 

	Miles  DAVIS
	The Man With The Horn
	1981
	52:41
	Первый альбом, записанный Miles’ом Davis’ом после 5 летнего перерыва. В записи принимали участие: Bill Evans [ss], Marcus Miller [Fender b], Barry Finnerty [g], Sammy Figueroa [perc], Al Foster [d], Randy Hall [voc, g, celeste, k], Robert Irving III [ac p, Yamaha CP 30], Felton Crews [Fender b], Vincent Wilburn [d], Mike Stern [g].

	Miles  DAVIS
	Star People
	1983
	59:11
	Miles Davis [tp, keys], Mino Cinelu [perc], Bill Evans [ts, ss], Al Foster [d], Marcus Miller (см.) [el b], John Scofield (см.) [el g], Mike Stern [el g], T. Barney [el b].

	Miles  DAVIS
	Decoy
	1984
	39:38
	Miles Davis with: J.Scofield [g]; Darryl Jones [b]; B. Marsalis [s s]; Robert Irving III [k]; Al Foster [d]; M. Cinelu [perc].

	Miles  DAVIS
	You’re Under Arrest
	1985
	43:04
	Feat.: Bob Berg, John Scofield, John McLaughlin, Al Foster.

	Miles  DAVIS
	Tutu
	1986
	42:23
	Miles Davis with:  P. da Costa [perc], Adam Holzman [synth solo], Steve Reid [perc], Omar Hakim [d, perc], Bernard Wright [synths], Michael Urbaniak [el violin], Marcus Miller [all other instruments]. На 1-ой композиции: Miles Davis [tpt], Marcus Miller [b], Paulinho da Costa [perc], George Duke [all other instr.]

	Miles  DAVIS
	Music From Siesta
	1987
	37:57
	  M.Davis [tp]; Marcus MILLER [all oth. instr.]; feat. [на отдельных композициях]: J.Scofield, O.Hakim, E.Klugh, Jason Miles.

	Miles  DAVIS
	Amandla
	1989
	43:29
	M.Davis with: Marcus Miller [b, k]; Joe Sample [p]; S. Khan [g]; G. Duke [k, synclavier]; Al Foster [d]; Omar Hakim [d]; a.o.

	Miles  DAVIS
	Aura
	1989
	66:23
	Сюита, сочиненная Palle Mikkelborg’ом в честь Miles’a Davis’a. 

 M.Davis [tp], McLaughlin [g], Vince Wilburn [el d], Thomas Clausen &Ole Koch-Hansen &Kenneth Knudsen [keys], Bjarne Roupe [g], Bo Stief [el b], N.H.O.Pedersen [ac b], Lennart Gruvstedt [d], Marilyn Mazur, Ethan Weisgaard [perc], Niels Eje [oboe,cor anglais], Lillian Tbernqvist [harp], Eva Thaysen [voc, brass, woodwinds], Palle Mikkelborg [additional tp & fl h].

Понятно, что в эпоху массовой культуры любое событие опреде​ляется звёздным статусом его участников. То, что «Аура» — это проект датского трубача Палле Миккельборга и в записи участ​вовали John Mc Laughlin и Nils Henning Oersted-Pedersen, не иг​рает никакой роли, главное, что солист — Майлз Дэйвис. Разви​вая традиции гениальных пред​шественников, Миккельборг со​чинил «концерт для Дэйвиса с оркестром» в духе пластинок Гила Эванса начала 60-х. Для того чтобы обеспечить участие клас​сика в записи, правительству Да​нии пришлось одалживать у сво​их военно-воздушных сил един​ственный реактивный самолет. Но все усилия оправдались. После записи скупой на похвалы (в том числе и самому себе) Дэйвис сказал прямо: «По-моему, полу​чился шедевр». И 15 лет, прошед​шие с того момента, доказали, что он не ошибся. Части «Ауры» названы по цветам радуги, но между синим и фиолетовым до​полнительно расположены «Elec​tric Bird» и «Indigo». Любители джаза намек, конечно, поняли: Майлз — это Чарли «Бёрд» Пар​кер электрической эры, работа​ющий в «блюзовой» части то​нального спектра. В новой вер​сии конец одной части («Red») стал началом следующей («Green»). К «Indigo» добавлено краткое вступление. Насколько нужна была такая постпродук​ция, к сожалению, сам Дэйвис уже никогда не прокомментиру​ет, но факт остается фактом: ше​девр есть шедевр, и всё тут.

--- Дмитрий Ухов, Салон AV

	Miles  DAVIS
	Doo-Bop
	1992
	40:06
	В 1972 году у великого джазового новатора Майлса Дэвиса уже вышел один из самых спорных альбомов за всю историю его творческой карьеры — On The Corner. В нем не было ни джазовых соло, ни каких-либо интересных инструмен​тальных партий. Майлс Дэвис просто собрал вместе музыкан​тов и предложил им играть нечто ритмичное и заводное. Фактически, On The Corner стал пророческим — та музыка, которая на нём звучала, впоследствии оформилась в на​правления хип-хоп и эйсид-джаз.

Майлс Дэвис всегда был новатором, всегда пытался раздви​нуть границы джазовой музыки. Неудивительно, что его последний студийный альбом Doo-Bop, вышедший в 1991 году, также не вписывается в джазовые стандарты. Подобно On The Corner, в нём больше фанка и хип-хопа, нежели джаза.

Майлсу Дэвису уже давно хотелось поработать вместе с рэпперами. Альбом Doo-Bop воплотил эту мечту в жизнь, он записан вместе с рэппером Easy Mo Be, им же и спродюсирован. Джазовые критики считают Doo-Bop одним из худших альбомов Майлса Дэвиса. На наш взгляд, Doo-Bop — про​сто лучший альбом хип-хопа и эйсид-джаза. К тому же на нём записана просто приятная и очень стильная музыка... В этом же году Майлс Дэвис ушёл из жизни, на прощанье выступив с потрясающим концертом на фестивале в Монтрё.

---“PLAY”

	(Miles  DAVIS)
	Herbie Hancock, Wayne Shorter, Ron Carter, Tony Williams: “A Tribute To Miles”
	1994
	59:02
	

	(Miles  DAVIS)
	Joe Henderson: “So Near, So Far (Musings For Miles)”
	1993
	72:54
	Joe Henderson, John Scofield, Dave Holland, Al Foster.

	(Miles  DAVIS)
	PANTHALASSA (Miles DAVIS / Bill LASWELL)
	1998
	59:40
	acid jazz remixes
The music of Miles Davis 1969 – 1974; reconstruction & mix translation by Bill Laswell, created at Greenpoint Studios, Brooklin, NY.

1. In A Silent Way / Shhh/Peaceful / It’s About That Time (M. Davis/J. Zawinul)

2. Black Satin / What If /Agharta Prelude Dub (M. Davis)

3. Rated X / Billy Preston (M. Davis)

4. He Loved Him Madly (M. Davis)

	(Miles  DAVIS)
	PANTHALASSA (Miles DAVIS / various DJ’s):

“The Remixes”
	1999
	46:58
	label: Sony   www.columbiajazz.com 

acid jazz remixes
1. SHHH (SEA4 MILES REMIX) (10:25) remixed by KING BRITT & PHILIP CHARLES

2. RATED X (6:38) remixed by DOC SCOTT
3. IN A SILENT WAY (5:03) remixed by DJ CAM
4. ON THE CORNER (SUBTERRANEAN CHANNEL MIX) (16:40) remixed by BILL LASWELL
5. RATED X (8:02) remixed by JAMIE MYERSON

	Walter  DAVIS,  Jr. 
	In Walked Thelonious
	1994 
	43:33
	Walter  DAVIS,  Jr. -- cм. тж. Archie Shepp “Day Dream" 1977.

label: Mappleshade

Solo piano.  [rec. 1986].

All compositions by Thelonious Monk.

Walter Davis, Jr. was born 1932 in Richmond, Virginia, and was reared in East Orange, N.J. His mother sang gospel; his father and four uncles played church and stride piano. By the time he entered high school, Walter was clearly a gifted classical pianist, but hearing Charlie Parker and Dizzy Gillespie in the legendary Billy Eckstine big band changed his music and his life. In 1949, he played his first gig with Bird at the Apollo. It went so well that Bird asked Walter’s mother if he could go with him on a road tour. One show happened to be seen by his high school principal; that finished school for Walter. Within months, Walter was a regular at the historic Harlem and 52nd Street jam sessions that formed the roots of modern jazz. A pair of inseparable friends and giants of the jazz piano, Thelonious Monk and Bud Powell, took the promising teenager under their wing and taught him all they knew about the music and the world of jazz. He remained close to them, musically and personally, until their respective deaths. Walter’s first recording was with Max Roach’s early fifties group. Then he joined Dizzy Gillespie’s 1965 big band that toured four continents, and played with Diz, off and on, for next thirty years. From 1958-1960, he recorded a classic series of Blue Note albums with Donald Byrd, Art Taylor, and Jackie McLean. The series culminated in “Davis Cup”, an album of Davis originals and his first session as a leader. Walter spent the early sixties with Art Blakey’s Jazz Messengers, returning a decade later, in 1975, as the group’s principal composer-arranger. In between, and since, he played with most of the jazz greats in New York, including Sonny Rollins, Philly Joe Jones, and Miles Davis. After spending years as the quintessential sideman, in the mid-eighties he began to focus on projecting, in solos and small-group sessions, the distinctive Davis piano style which was known to so few people beyond his jazz contemporaries. Walter’s piano personality developed further — and received more widespread recognition as the result of solo concerts, appearances with Winton and Branford Marsalis, and a continuing set of piano-bass duo gigs at Bradley’s that New York musicians are still talking about. Finally, Walter was coming to be viewed as the living link with — and master interpreter of — the founding fathers of modern jazz, particularly Thelonious Monk, Budd, and Bird.

“Walter Davis, Jr. had been thinking about a solo recording project ever since he left Dizzy Gillespie’s group in 1986. There was no question in Walter’s mind as to what the album would be. It would be dedicated entirely to the music of his mentor and close friend, Thelonious Monk — a thank-you to the New York bebop giant who had taken Walter, a gifted East Orange, New Jersey teenager, under his wing in 1949. Until the day he died in June, 1990, Walter did things the hard way. The Monk project was no exception. Rather than picking eight or ten comfortable Monk standards and rehearsing them for a few days, he immersed himself in fifty of Monk’s toughest compositions for two month, deliberately leaving the choice of which to record until the moment he sat down at the studio Steinway. As though things weren’t difficult enough, he limited himself to three minutes per tune, saying, “I just want to get in, say what I have to say, and get out — no endless b. s. solos.” A week before the long-planned first recording session, Walter, a deeply mystical man, called me early one morning. Without saying hello, he said with a quied intensity, “Man, you won’t believe what happend to me last night. I sat down to my electric piano and Thelonious came into the room. I played for three hours and never even turned on the piano.” For Walter, this was no vision or metaphor. Thelonious Monk really was in his basement practicing room, giving him specific technical lessons on how to play Monk, correcting Walter’s tempo on one tune, revamping his chord voicings on another, showing him how to put more “stride” feeling into a third. Still, I didn’t fully understand how deeply Walter felt that his recording was to be a dialogue between himself and Monk until we got started. Most of the five days we worked in the  studio, it was just Walter at the beautiful old Steinway and me at the tape recorder. But Walter was clearly playing for someone else. Every time he’d pull off a tricky time change or voice a chord in some startling way, he’d shoot a sly look of triumph sideways at the air — the kind of look you see when jazz musicians play to impress each other. At one point, Walter was falling short of the strict standards he has set for himself. Walter replied instantly, “You don’t understand, Pierre. If i don’t to the hard ones, Thelonious will be laughing at my ass for the rest of my life.” And indeed, on the ninth take, he whipped off a witty and jewel-like rendition — one that, no doubt, earned an approving chuckle from Monk. In those five days of listening to Walter play Monk, I learned more about the inner workings of Monk’s music than in my previous thirty years of listening to the original. Yet this album presents neither a mere skillful imitation nor a Davis-style reinterpretation of Monk (even though Walter could have performed either task had he wanted). Instead, this album is a brilliant illumination of the elements that made Monk unique and unforgettable: the little boy playfulness, the devilish delight in startling harmonic or rhythmic twists, the teasing with slightly changed quotations from familiar standards, the old-time “stride” piano sound in the midst of modern harmonies, and the stark emotion of those angular, unadorned ballad lines. Walter has somehow managed to intensify each of these facets — in a way that sounds just like what Monk would have played had he chosen to let us in on his secrets. Yet he has also fused these elements ito concise, polished gems quite different from Monk’s own constructions. If you listen first to Monk’s solo version, then listen to either of Walter’s versions, your immediate reaction will be surprise at how much Walter’s improvisation differs without violating any aspect of Monk’s spirit. Your second reaction will probably be to put the Monk solo back on the turntable because Walter’s clear exposition has suddenly made you aware of the subtleties you missed the first time around. Perhaps the most spontaneous tribute to Walter’s otherworldly achievement in these sessions comes from Dwike Mitchell, the pianist in the Mitchell - Ruff duo. Several months after these sessions, I happened to be playing the tapes for Dwike. I had told him nothing about Walter’s immersion in the Monk project or about Monk’s “visit” to Walter’s basement. After two cuts, Dwike stopped the tape and said, “I’ve been listening to Walter all my life and I know exactly how he plays. What’s on this tape is not Walter; it’s Monk playing through Walter’s hands.”  —  Pierre M. Sprey.

	Elton DEAN
	Just Us
	1972
	65:51
	Elton DEAN – from SOFT MACHINE (см. в ‘Rock’); SOFT HEAP (см. в ‘Alternative’); NATIONAL  HEALTH (см. в ‘Alternative’); см. тж. с: Pip PYLE (в ‘Jazz’); Keith TIPPETT; TOWERING INFERNO (см. в ‘Alternative’);
Brit-jazz (free-jazz / art-rock)

label: Cuneiform (USA) 1998

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

Elton Dean [a s, saxello, el p]; Mark Charig [cornet]; Neville Whitehead [el b]; Phil Howard [d]; Mike Ratledge [organ, el p]; Roy Babbington [str. bass]; Nick Evans [trb]; Jeff Green [6-str. el bass, g]; Luis Moholo [d].

All tracks composed by Elton Dean.

Почти все присутсвующие здесь музыканты, см. тж. c: Keith TIPPETT “Dedicated To You, But You Weren’t Listening” (1971)
Tracks 1-5 (1971, studio, London); tracks 6, 7 (1972, live).

English jazz saxophone legend Elton has been in the public eye for over 30 years, and has played in numerous acclaimed groups over the years, including most famously, the Keith Tippett Group, Soft Machine, Centipede, and many others. “Just Us” is the LONG awaited reissue on CD of Elton's very first solo album, recorded & released in 1971, while he was still a member of Soft Machine. In addition to the original 5 tracks on the album [which feature Marc Charig - cornet, Neville Whitehead - bass & Phil Howard - drums + guests Mike Ratledge - piano/organ & Roy Babbington - string bass on 2 tracks], we have added 25' of never heard bonus material, recorded live in 1972. The music on this release is a cross between the musical freedom that EIton's career would later take & more composed music comparable to Soft Machine's output.

"What makes the record is the great feeling of all involved being totally immersed in what's unfolding...[there] is a sense of enduring commitment. They may not look like angels...but their music sings." -- The Wire.

1. Ooglenovastrome

2. Something Passed Me By

3. Blind Badger

4. Neo-Caliban Grides

5. Part: The Last

6. Banking On Bishopsgate

7. Fun Cup

	Elton DEAN
	HOPPER / DEAN / TIPPETT / GALLIVAN: “Cruel But Fair”
	1976
	41:49
	free-jazz 

Hugh Hopper (см. тж с: Pip Pyle) [b]; Elton Dean [a s, saxello]; Keith Tippett (см.) [p]; Joe Gallivan [d, perc, synth].



	Elton DEAN
	Two’s and Three’s
	1994
	63:28
	label: Voiceprint

Elton Dean [a s, saxello]; duets and trios with: Mark Hewins [g]; Paul Rogers [b]; John Etheridge [g]; Howard Riley [p]; Marcio Mattos [b]; Keith Tippett (см.) [p]; Paul Dunmall [t]; Tony Levin [d].

	Elton DEAN
	Bladik
	1997
	61:10
	free impro

label: Cuneiform

rec. 1996, London

Elton Dean [saxes]; Paul Dunmall [saxes]; Roswell Rudd [trombone]; Keith Tippett (см.) [p]; Paul Rogers [bass]; Tony Levin [drums].

Composed by Dean/Dunmall/Lewis/Rogers/Rudd/Tippett

	Elton DEAN
	Moorsong
	2001
	59:29
	label: Cuneiform

rec. 1999

Elton Dean – Saxes

Fred T. Baker – Bass (1-7)

LiamGenockey – Drums (1-5)

Mark Hewins – Guitar (6-8)

Alex Maguire – Hammond Organ (1-5)

Mark Sanders – Percussion (6-7)

Moorsong, saxophonist Elton Dean's fourth recording for Cuneiform, is comprised of three very different sessions. The bulk of the album (the first five tracks) showcases Dean with Alex Maguire (Hammond organ), Fred T. Baker (bass), and Liam Genockey (drums). This set sounds a lot like Medeski, Martin & Wood (their Ryko years). These sunny upbeat grooves driven by raunchy organ are quite unexpected. ("John's Fragment," with its 9/8 bass motif, could have been written by Hugh Hopper!) "Baker's Treat" is a slow bop number with a spotlight for the bassist — nice job. "Bedrock Ruse" is a straight blues-jazz number, while "Full Fathom Five" comes back to MM&W funkiness. The next two tracks take a completely different direction. Recorded by Dean, Baker, guitarist Mark Hewins, and free jazz drummer Mark Sanders, these are moody free improvisations with more room left for Dean to shine. "Soldering On" deserves a special mention: a beautiful slow-paced improv ending with Sanders on timpani. The last piece, "Moorsong," is a strange duet between Dean and Hewins. The latter's playing is inspired by Syd Barrett and Dean tries to fit something in. It doesn't work very well and the sound quality is subpar on this particular track. Overall, Moorsong is a mixed bag. Some will like this generally lighter side of the saxophonist, but one thing is certain: most listeners will be surprised. Let's just say there are more essential Elton Dean records.

John's Fragment 

Willy the Knee 

Baker's Treat 

Bedrock Ruse 

Full Fathom Five 

Reel Welders 

Soldering On 

Moorsong

	John  D’EARTH                                
	One Bright  Glance
	1990
	36:07
	free-fusion

J.D’E.: [tp]; J.Abercrombie: [g](см.); Marc Johnson: [b](см.); H. Curtis: [d].

 “I learned of jazz from my father who was a devoted listener. Knowing little of the science of music, he had great insight into the art of musical expression. Once, when I was twelve, he drew for me the shape of a Ben Webster solo in the snow. He constantly advised me to “let the music tell you what to do.” To him I offer thanks.  I hope this first recording of mine, as a leader, conveys something of what music has meant to me: a journey to the present moment, the thing itself.  I’m glad we recorded live to BETA. There was an immediacy to the situation that suited this particular combination of players. Abercrombie (an old friend of mine) and Marc share a well documented chemistry developed through constant playing with each other over recent years. I feel extremely fortunate to be working with these musicians. From deep within the jazz tradition they create a fresh sonic environment. That’s what jazz is about to me.”   —  John D’earth.

	DEBRIS
	Debris
	1996
	62:15
	label: Music & Arts (CA, USA)

Steve Norton [s&a&bar saxes, bass cl, crow call, ocarina]; Arthur Weinstein [g, hosaphones, bongophone, vibrators, barble box, toys]; Bob Ross [6-&8-&fretless basses, hosaphone]; Cort Newton [d, perc, xylophone, slide tp, kazoo, whistle].

Весёлые хулиганы.

«To find a form that accomodates the mess, that is the task of the artist now.»

Desk

Push Yourself Around

Behind A Rolling Ball Comes A Running Child

Piers From Heaven

No Time Like The Present

The Boots Of Ascension

Real Window Defogger

Thalidomide

Why Things Float

Desk

Observed In The Breach Rather Than In The Keeping

	DEEP  LISTENING  BAND                                     
	The Ready Made Boomerang
	1991 
	56:04
	label: New Albion

Pauline Oliveros [accordion]; Stuart Dempster, Panaiotis [k]; with: Thomas Eckert [voc]; William O. Smith [cl].

[cм. тж.: P. Oliveros; Oliveros / Dempster / Panaiotis]

"Timbres and harmonies warp as they well up toward the open air, change shape, resonate in unfamiliar, sometimes disturbing combinations. The pace is peaceful, pulseless, the boundaries of the composi​tions gaseous and difficult to define." -- Seattle Weekly

	DEFUNKT
	Crisis
	1992
	49:04
	jazz-funk
label: Enemy (NY)

Dedicated to the music and spirit of Miles Davis.

Kevin Bents [k]; Bill Bickford [g]; Joseph Bowie [trb, congas, lead voc]; Byron Bowie [t s]; John Mulkerin [tp]; Kim Clarke [b]; Kenny Martin [d].

This CD features America's first and foremost jazz funk dance band in their element -- in front of a rabidly adoring crowd.

	DEISHOVIDA
	Fast Folk
	1994
	72:42
	fusion-funk / retro-folk 

label: Pfundner&Schimpl

Kurt Bauer [violine]; Lothar Lasser [accordeon]; Matthias Loibner [drehleier, g]; Walter Pogantsch [el b, violoncello]. 

	Jack  DeJOHNETTE
	New Directions
	1978 
	46:33
	label: ECM

DeJohnette [d, p], John Abercrombie [g, mandolin], Lester Bowie [tpt], E.Gomez [b].

«...A musician’s musician... an innovative percussionist... [and on the piano, listeners] may thrill at his sensitive touch, smooth single note runs, harmonic investigations and melodic forays.»

	Jack  DeJOHNETTE
	New Directions In Europe
	1980 
	56:38
	label: ECM

DeJohnette [d, p], Lester Bowie  [tpt],  John Abercrombie [g, mandolin], Eddie Gomez [b].

	Jack  DeJOHNETTE
	John SURMAN & Jack DeJOHNETTE:

“Invisible Nature”
	2000
	75:14
	John Surman [s&bar s, bass cl, k]; Jack DeJohnette [d, el perc, p].

Live in Tampere and Berlin, 2000.

produced by Steve Lake and John Surman.

	Paco  de LUCIA
	Plays De Falla
	1978
	30:08
	См. тж.: CAMARON / DE LUCIA в файле ‘Latina’

solo

	Paco  de LUCIA
	Friday Night In  San Francisco
	1981
	41:14
	deLucia / Di Meola / McLaughlin

	Paco  de LUCIA
	Passion Grace And Fire
	1983
	31:53
	состав как выше (студийное продолжение проекта).

	Paco  de LUCIA
	The Guitar Trio
	1996
	53:06
	состав как выше (дальнейшее продолжение проекта).

	Paco  de LUCIA
	Live... One     Summer Night
	1984
	41:10
	sextet

	Paco  de LUCIA
	Sirocco
	1987
	36:22
	solo

	Paco  de LUCIA
	Zyryab
	1990
	42:20
	solo

	Paco  de LUCIA
	Live In America
	1993
	60:36
	sextet

	Paco  de LUCIA
	Luzia
	1998
	46:01
	состав варьируется; инструменты: g, b, panderos, tablas, cajon, congas, yembe, mandola, pies, palmas.

Every Paco de Lucia recording is an event in itself. And so does is one. Every new project is a surprise. And this one is something more: ‘Luzia’ is unbelievable; it leaves us exhausted and amazed. Everybody has limitations, even geniuses. For years we had thought that Paco de Lucia’s genius had reached its peak in ‘Sirocco’. It wasn’t so. In ‘Luzia’ the music’s deeper, more expressive and more flamenco than in that memorable recording. ‘Sirocco’ was the work of a tempestuous artist; ‘Luzia’ is the work of an artist in full command of the power of the power of serenity, solitude and sorrow. ‘Sirocco’ moved us to joy and tears; ‘Luzia’ tell us to discover sadness in joy, and teaches us the comfort of tears. ‘Sirocco’ was composed by a master of flamenco creativity; ‘Luzia’ has been written by a human being aware of his own mortality; in ‘Sirocco’ the music established a dialogue with Andalousian history; in ‘Luzia’ there’s also a dialogue with the terror of our finite lifespans. ‘Sirocco’ was a tour de force. ‘Luzia’ is a culmination. [...]  Paco de Lucia’s technique is still astounding, but it communicates pure intimacy now. His ability has grown inward; it no longer celebrates itself, it evokes radical emotions. Paco de Lucia’s technicalities might have seemed arrogant in the past; in ‘Luzia’ he’s become out brother. His prodigious technique no longer seeks to amaze; it has an even more ambitious goal: it takes us by the hand, and leads us to the core of flamenco, and to the core of our own lives. In other Paco de Lucia recordings we shared a celebration; now we attend a ceremony. We were enriched. Now we are true. His music spells out our name. We used to listen to his music from the uncertainty of our short, fleeting, lives; in ‘Luzia’ we listen to flamenco music from the enigmatic kingdom of our forefathers. This record helps us conquer our own ancient past. And therefore, to be more enduring. [...]  Now the harmonic architecture is not only rich; it’s determined to be essential; the harmonies are not merely linked to the melodies. They are inextricably tied to them and generate added densities. The scales do not follow the usual tonalities, they spill over the phrasing; they’re not an exhibition, more like a service. [...] ‘Luzia’, music written with a burning coherence, is not only the highest peak in Flamenco’s range; it is a milestone in contemporary music history.   --  Felix Grande.

	Christopher  DELL
	Dancers On A Plane
	1997
	46:25
	free-jazz

label: Connex

Christopher Dell [vibes]; Heinz Sauer [s]; Stephan Schmolck [b].

Этот диск был удостоен премии немецких критиков, как лучщий фри-джазовый диск года. И, действительно, это очень изящный проект.

	Anthony  DEMARE
	Pianos And Voices    (music by Meredith Monk And John Cage)
	1992
	64:38
	A.D. [p, voice]

	Amy DENIO – см. в 'Alternative'
	
	
	
	

	Martin  DENNY
	Afro-Desia
	1959
	33:35
	Фантазия на темы африканской музыки. См. тж. другие подобные экзотические и сверкающие китчевые проекты: в той же серии “The Exotic Sound of...”  этого лэйбла – Arthur LYMAN, который работал также вместе с Дэнни и, конечно, таких звёзд как Fred LANE (в разделе ‘Rock’); Juan Garcia ESQUIVEL; David FANSHAWE “African Sanctus” и Spike JONES.

label: Caroline Records (USA) 1995

Martin Denny [p]; Julius Wechter [mallet percussion]; Augie Colon [hand percussion, birdcalls]; Harvey Ragsdale [marimbula, string bass]; the Randy Van Horne singers [voices]; with guests: Tak Shindo, Roy Hart, John Frigo (см. тж. в ‘Jazz’ sect.).

Taking the various native idioms and translating them into breathtakingly ear-appealing vignettes, once again Mr. Denny stimulates the jaded palate of everyday civilization with music that is pure escape. Listening to the subtle blendings of rhythm and voices both human and instrumental, in ‘Afro-Desia’, one feels that he is being allowed that rare glimpse into other cultures... other rooms. We become armchair travelers with our magic carpet, our hi fi equipment and this album. We see and feel the searing veldt... the moody reaches of the jungle... a tribal initiation fete and sheer encompassing beauty. Here, in all honesty, has been recreated that marvelous lost universe of fantasy — completely appealing, impeccable in its taste and typically Martin Denny!

  Ours in an age of easy access to World Music —  we can glimpse distant cultures at the flip of a remote switch or at the click of a mouse. But 35 years ago, such exposure was uncommon. The recordings of Denny were musical postcards from the islands to the states. Assimilating global influences and organizing them in a unique fashion takes imagination and risc. Muzakologist Joseph Lanza, in his must-have ‘Elevator Music’, observes the supreme irony of this music’s popularity: “In the 1950s, when conservatives and fundamentalists fought against rock-and-roll’s ‘jungle’ influences, the hypnotic beats of ‘real’ tom-toms entertained many a coctail louge enthusiast, with nary an eyebrow raised.”  Deny himself downplayed the alleged authenticity of his art. “Most people,” Danny reflects, “live their lives content with a banana split: strawberry, chocolate and vanilla ice cream topped by some nuts and a banana. And they think that’s just fine. I don’t know if you’ve ever done this, but try putting a scoop of passion fruit sherbet on half a papaya. You’ll end up with an unusual, exotic taste that will take you to another world.”

	Barbara  DENNERLEIN
	Straight Ahead!
	1989 
	69:29
	label: enja

B.D. [organ]; Ray Anderson [trombone](см.); Mitch Watkins [guitar]; Ronnie Burrage [drums].

It is not too long ago and it sounds so simple —  there is an organ under the Xmas tree waiting for a 12 old girl. The girl, Barbara, begins to explore the instrument and ejoys her first contact with music, she takes lessons. Her teacher has a good old Hammond B3 in his living room and now Barbara knows what it is that she wants. And she gets it. At age 15 she starts gigging in Munich clubs and her career takes off immediately. The last couple of years are impressive proof of this: international tours and festivals, TV and radio shows, two self-produced records (both awarded the Prize of the German Jazz Critics). The graceful young lady starts a new chapter with Straight Ahead! and its all star cast. It’s with shining eyes that she talks about her meeting with trombone player Ray Anderson, guitarist Mitch Watkins and drummer Ronnie Burrage recalling the tremendous push that she received from these American top notch musicians. Thanks to their great empathy she was able to play totally relaxed —  the first time she felt “free” when tackling the blues, bebop and more contemporary forms of jazz. On her first ENJA release Barbara Dennerlein’s tasteful, frugal organ style meets Ray Anderson’s vocal-like trombone virtuosity, drummer Ronnie Burrage who can drive a band and yet reacts closely to his fellow musicians, and a Mitch Watkins employing rock sounds, jazz phrasing and wonderfully singing lines with a good dash of Texas blues feeling.

	Karl DENSON
	Dance Lessons #2
	1998
	61:16
	funk-fusion

Karl Denson [t&a s, fl]; Melvin Sparks [g]; Chris Wood (см.: MEDESKI, MARTIN & WOOD) [b]; DJ Logic [tt]; Zak Najor [d]; EJ Rodriguez [perc]; + Leon Spencer Jr. [organ]; Ron Levy [organ, Wurlitzer]; Charlie Hunter [g].

	DE - PHAZZ
	Detunized Gravity
	
	69:00
	acid-latina /soul 

label: Mole



	DE - PHAZZ
	Godsdog
	1999
	59:06
	Otto Engelhardt [trb, k]; Mat Dorsam [s, fl]; A. Lex Auer [jazz guitar]; Eckes Malz [p]; Pedro Gonzales Gonzales, Dax Dorsam [g]; vocals (на разных композициях): Pat Appleton, Charity D. Sanders, Karl Frierson, Roy Randolph E., Dina Draeger.

"Visions came along too strong and drugs just seem too weak."

"Mmh, somebody bring the spirit back."

[...] The music of Germany's De-Phazz is more appealing. Indeed, it is impossible to listen to the big band sway of "The Mambo Craze" without smiling. De-Phazz's rhythms are stronger, and the sampling is always intelligent and imaginative — especially on the anti-lucre rant of "Squeeze The Trigger". "Havana Moon" starts as a whimsical Desert Island theme, before mutating into drum'n' bass and then into a soul ballad. Highly Ingenious.

--- Wire

	DE - PHAZZ
	Death By Chocolate
	2001
	64:38
	label: Neorecords 

01. Heartfixer 

02. Something Special 

03. Nu Chic 

04. Sabbatical 

05. Better Now 

06. Death by Chocolate 

07. Jeunesse Doree 

03. Online 

09. Jim the Jinn 

10. Roy's Choice 

11. Trash Box 

12. Jump Over 

13. Maybe San Jose 

14 Loves Labours Lost 

15. North West 

16. Saw it on the Radio

	DE - PHAZZ
	Daily Lama
	2002
	68:30
	label: Universal Jazz

	Jean DEROME – см. в ‘Alternative’
	
	
	
	

	Manu   DIBANGO
	Soul Makossa
	1992
	74:25
	Manu   DIBANGO – см. тж. с: RED HOT + RIOT

jazz-rock / funk

label: Unidisc Music (Canada)

Recorded: 1972 – 76

1. "SOUL MAKOSSA" 6:08

2. "BIG BLOW" 7:27

3. "BAYAM SELL 'AM" 5:53

4. "BAOBAB SUNSET" 6:57

5. "MWASA MAKOSSA" 6:06

6. "MIMBO" 4:31

7. "SUPER KUMBA" 6:50

8. "QUI EST FOU DE QUI" 3:57

9. "SOIR AU VILLAGE" 3:55

10. "BEKOSA" 7:31

11. "SENGA" 5:26

12. "PEPE SOUP" 3:53

13. "O BOSO" 5:19

	Manu   DIBANGO
	Bao Bao
	1992
	51:32
	label: Mau Mau (Demon Records)

Produced by Bill Laswell for ‘Material’ (см.).

Manu Dibango [t s, voc], Mory Kante [kora], Herbie Hancock (см.) [Fairlight, p], Bernie Worrell (см.) [Fairlight], Bill Laswell (см.) [Fairlight], Wally Badarou [k] & oth.

1. MAKOSSA ROCK   6.32

2. AFRO-BEAT   11.01

3. BOAT PEOPLE   6.22

4. BIG BLOW   10.21

5. BAO BAO   6.16

6. CHAPO-SO JAM   11.45
  Born in 1934 in Douala, Cameroon, Dibango had been educated in Paris, and was an accomplished saxophonist and pianist when he moved to Brussels in 1956. Playing a fusion of jazz and Cameroonian makossa music, he eventually joined the Zairean band African Jazz in 1960, staying until his return to Cameroon in 1963 to form his own band. He return to Paris in 1965, working as a session musician and recording three albums for Philips. Dibango continued to record through the 70s, singing to Island Records in 1980, for whom he recorded two albums with Sly Dunbar and Robbie Shakespeare. In 1984, he started recording with Material’s Bill Laswell, being very successful blends of Laswell’s ‘avant-funk’ and Dibango’s African styles. The tracks on this CD date from this period, and alongside The Soul Makossa Gang, Laswell has drafted in top jazz man Herbie Hancock, Parliament’s Bernie Worrell, Level 42 sideman Wally Badarou, and top kora player Mory Kante.

	(Robert  DICK)
	TAMBASTICS
	1992
	67:52
	avant-garde jazz

label: Music & Arts (USA)

Robert Dick [fl]; Mark Dresser (см.) [ac b]; Gerry Hemingway (см.) [perc]; Denman Moroney [p].

We don’t need notes any more. I’m looking for instruments that are not concerned with actual fixed pitches, instruments with whorls of sound in them.

Anthony Braxton’s early declaration of intent not only typified the radical approach of first-generation AACM musicians but also gave voice to a notion that has long fasci​nated many of America’s 20th century mu​sic-pioneers namely, to explore the vari​eties of sound that lie beyond and between the fixed pitches of standard Western nota​tion. Well-known examples of this new think​ing include Harry Partch’s 43-note octave and homemade instruments, John Cage’s prepared pianos and Roscoe Mitchell’s Sound LP, on which, as John Litweiler has noted, distortion is the medium of commu​nication.

To this lineage we can now add Tambastics, a quartet of musicians who have pushed back the limits of instrumental expressiveness and, in so doing, virtually turned inside out our understanding of tim​bre. In their hands, timbre is no longer the distinctive tone-color specific to each instru​ment but has become a spectrum of possi​bilities in which all four can blend and merge in an amazing sonic kaleidoscope.

You could say we specialize in color and sound, notes Gerry Hemingway with a smile. One of the unique aspects of this group is that we can match each other sonically. This opens up many possibilities for orchestration including, among many options, the ability to switch musical roles within the ensemble. I would say that this is one of the few ensembles where each of us can draw upon our complete sound vocabu​lary, that’s a pretty rich field of timbre.

Leading Tambastics to this field has been a set of common interests and areas of expertise: improvisation, contemporary com​position, graphic notations, various non-Western and ethnic musics. A decisive factor too has been the players shared desire to develop a solo language for their own instru​ments; a desire already pursued on record by Robert Dick and Gerry Hemingway.

Dick, one of the era’s most gifted flute virtuosos, was born in New York in 1950 [...].

These kinds of scorings are not unusual in new music, but the skill and sensitivity which Tambastics bring to them certainly are. It’s worth noting that, although Maroney some​times uses sampled piano in concert, this CD comprises only acoustic music, with no over-dubbing. The extraordinary soundscapes he coaxes from this piano are achieved with the help of a few everyday objects: a heavy bar drawn across the strings produces an almost-orchestral clamor, pushed along them the result is a tumultuous glissando; rubbing the strings with the shaft of a mallet creates a whistling glissando; deft use of a salad bowl elicits a rough, intense sound. No less imaginative is the way Robert Dick uses his standard metal flutes to create an incredible array of tonal shadings. He used the A flat and C piccolo on the recording, recalls Hemingway, plus flute and bass flute. But no wood flutes at all. That woody tone he sometimes uses, something like an Iranian Nay flute, is a great technique. Believe it or not it comes from using cigarette paper under the keys of this flute.

For a group whose name could well be a telescoping of timbre-gymnastics, such bril​liant invention with regard to variety and quality of sound is only to be expected. But there is musical excellence of all kinds to savor on this CD: the astute use of space and dynamic on Force, for example; the drama of Tambrage Rose; the complex rhythmic interplay of the funky Chthonia, a piece which, as Hemingway confirms, required a lot of counting; the splash of humor that is Woody Vector. (Incidentally, Not Having 2, which begins like a runaway steam train and then turns quietly spooky, is so num​bered because a previous version appeared on Hemingway’s quintet album Outerbridge Crossing.)
Yet timbre remains the first principle of this music and, although I hesitate to use the word unique, I can think of no other group or solo artist who has delved into its hidden treasures in quite this way or to quite this extent. Tambastics create riots of color where before there was hardly a hint of tint. I doubt even Anthony Braxton, John Cage or Harry Partch anticipated a group who could induce whorls of sound from salad bowls and cigarette paper.

1992 Graham Lock

(Graham Lock’s book Forces In Motion: Anthony Braxton And The Meta-reality Of Creative Music i s published in the U.S.A. by Da Capo Press.)

	Robert  DICK
	Robert  DICK and SOLDIER STRING QUARTET:

“Jazz Standards On Mars”
	1997 
	51:54
	label: enja

Robert Dick [fl, piccolo fl, bass fl, contrabass fl]; Dave Soldier [vln]; Regina Carter [vln]; Judith Insell [viola]; Dawn Buckholz [cello]; Mark Dresser (см.) [ac b]; Kermit Driscoll [el b]; Steve Arguelles, Ben Perowski [d]; Valerie Naranjo [perc].

1. India (by John Coltrane)

2. Gazzelloni (by Eric Dolphy)

3. Water Babies (by Wayne Shorter)

4. Machine Gun (by Jimi Hendrix)

5. Something Sweet, Something Tender (by Eric Dolphy)

6. Sometimes, Perpetually (by Robert Dick)

7. Three Wishes (by Ornette Coleman)

Jazz history is rife with radical reinterpretations of popular standards by musicians operating from the fringe of the mainstream, from Sun Ra to Lester Bowie. But flute virtuoso Robert Dick and the adventurous Soldier String Quartet chose not to rehash chestnuts from the jazz and pop canons. Rather, these restless collaborators have put their unique and audacious stamp on pieces that, for one reason or another, have remained relatively untouched or, more accurately, "uncovered" for years. The com​posers -- John Coltrane, Eric Dolphy, Wayne Shorter, Jimi Hendrix, and Ornette Coleman -- are by no means obscure, and have contributed their fair shares of frequently played material. But these seven selections have cruised in orbits beyond the reach of even those musicians who might attempt to put a new spin on "Giant Steps," "Footprints" or "Lonely Woman." And the treatments they get from Dick, the Soldier Quartet, and friends certainly travel un​charted space ways beyond our earthly atmosphere.

More than merely a brilliant flautist, Robert Dick has, like Jimi Hendrix with the guitar, John Coltrane and Albert Ayler with the saxophone, and Cecil Taylor with the piano, completely shattered the boundaries of what was previously assumed to be possible on his instrument. By extending his already astounding technical facility to include circular breathing, multi-phonics, startling glissandi, novel tonal colors, and wide-ranging percussive and vocal effects, he has given his flutes -- whether standard, piccolo, bass, or contrabass -- not only virtual orchestral range but profound emotional expressive capac​ity, as well. "If I can hear it inside me," he says, "I can play it." (Dick has documented his innovations in a series of books, including The Other Flute: A Performance Manual of Contemporary Techniques, Tone Development Through Extended Techniques, Flying Lessons: Six Contemporary Concert Etudes, Vol. I and II, and Circular Breathing for the Flutist.)

Born in New York City, Dick has lived in Switzerland for the past five years and works often in Europe, most notably in the A.D.D. Trio with percussionist Steve Arguelles and guitarist Christy Doran. His pursuit of challenging inspirations has led him into dozens of extraordinary collaborations. Dick's current European connections also include membership in Oscura Luminosa with Petia Kaufmann, harpsichord, Conrad Steinmann, recorders, Dorothea Schurch, voice, and Alfred Zimmerlin, cello; and Aurealis with John Wolf Brennan, piano, and Daniele Patumi, bass. In New York he is a member of three bands: New Winds with Ned Rothenberg, alto sax, bass clarinet and shakuhachi, and Herb Robertson, trumpets; Tambastics with Gerry Hemingway, drums, Mark Dresser, bass, and Denman Maroney, piano; and Steel and Bamboo with bansuri virtuoso Steve Gorn and percussionist Gerry Hemingway.

Classically trained, Dick's initial motivation for opening up the flute's soundworld came from listening to Jimi Hendrix and electronic music, and deciding, he says, "that the flute should be able to do all these things in its own way. I'm not copying the guitar or synthesizer but am inspired by them and countless other musical and life influences. I de​cided not to believe that anything was impossible." Adapting slide techniques employed by Indian flutists, Dick has gone far beyond the "pure" and clean sound of most jazz placers, injecting a wide variety of vocal inflections into his playing. He is currently working with a Boston flute maker on what he calls "the next step in the evolution of the instrument" -- one with a telescoping head joint and a design that will boast a fingering logic closer to that of stringed instruments.

Dick's relationship with violinist David Soldier (who wrote all the arrangements for this album) and the Soldier String Quartet (Regina Carter, violin, Judith Insell, viola, Dawn Buckholtz, cello) dates back many years. The idea for Jazz Standards on Mars germinated from their New World recording of Jimi Hendrix compositions, Third Stone from the Sun. Hendrix's "Machine Gun" was a logical next step. Dave Soldier came up with the notion of performing Coltrane's "India," Shorter's "Water Babies," and Coleman's "Three Wishes." The latter comes not from Ornette's 1960s acoustic "free jazz" era, but from the more recent, amplified and thornier jazz/rock/funk experiments of his Prime Time bands. Impressed by the promise of Eric Dolphy's experimental flute playing, Dick brought two of Dolphy's pieces to the sessions, including "Gazzeiloni," which Dick had previously recorded unaccompanied in 1984.

Attempting to come up with meaningful arrangements of uniquely structured compositions, David Soldier explains, meant staying away from typical jazz charts and chord changes. "You can't approach them with standard head-solo-head structures, they would fall apart," says the violinist whose quartet has recorded and toured with rock legend John Cale. "We aren't conventional jazz musicians, anyway, so we are obligated to do these pieces differently. I arranged them in a way that most improvised records aren't arranged, taking cues for the interior voicings of the strings from how Duke Ellington, Fletcher Henderson, or Gil Evans wrote."

The recording was done in two studio sessions: The first featured both Mark Dresser and Kermit Driscoll on basses, with Ben Perowsky on drums, and yielded the Dolphy and Hendrix tunes; the second, during which "India," "Water Babies," "Three Wishes," and Dick's "Sometimes, Perpetually" were performed, took place with Richard Bona on bass and Steve Arguelles on drums. In preparation, Soldier transcribed all of the instrumental parts from the original recordings -- bass, piano, drums, Miles Davis' trumpet, John Coltrane and Wayne Snorter's saxophones, Eric Dolphy's bass clarinet and flute, and Jimi Hendrix's guitar -- and distributed them among the strings, flute, and percussion, with careful attention to the balance and interplay of timbres. Soldier's sculptural sense of detail, combined with the technical virtuosity and obviously impassioned delivery of the musicians, repeatedly achieves remarkable results.

Of course, certain aspects of the performance leap to the fore -- Dick's phenomenally fleet and fluid incorporation of breath, tongue, and percussive techniques on Dolphy's "Gazzelloni," or his vocalizations on Hendrix's "Machine Gun"; the consistent power of Regina Carter's solos and the way she melds back into the arrangements, as during the denouement of Coltrane's "India." But other elements creep up on your awareness and tickle you with seemingly minor re​velations that are actually indispensable to the structure and feel of the music -- the harmonium-like sound of the strings at the opening of "India," and the tartness of their accents against the melody of "Water Babies"; the beyond-rhythm-section contributions of the bassists and drummers; the bizarre, folky counterpoint of Soldier's banjo or steel violin here, the ring of Valerie Naranjo's vibes, marimbas or djembe (balophone) there.

The eleven musicians who perform on Jazz Standards On Mars move in idiosyncratic musical circles mostly at the mar​gins of mainstream jazz, Latin, and pop music (although Regina Carter has enjoyed some commercial success with her solo recordings). Likewise, the "classic" but unconventional material they so marvelously interpret on this CD is really not likely to enter the standard jazz repertoire. But because they have been able to internalize the spirits of the original vi​sionaries and bring them forward into a new realm, they have created a dazzling alternate musical universe, setting lofty new standards of their own.

Derk Richardson San Francisco Bay Guardian, Fi Magazine

	DIE INTERPRETEN
	Stollen 4
	1995
	53:59
	free-jazz-folk (импровизационная музыка на темы традиционных альпийских мелодий + собственные композиции музыкантов)

label: Trikont (Rec Rec) (Munchen)

Erwin Rehling [Schagzeug, Percussion]; Andreas Koll [Bar. Sax, Akkordeon, Sousaphon]; Thomas Binegger [T. Sax, Klarinette, Bassklarinette].

	Aiyb DIENG
	Rhythmagick
	1996
	50:17
	Aiyb DIENG – см. тж. с: SWANS (‘Alternative’); Sussan  DEIHIM; Manu DIBANGO; Bill  LASWELL (‘Alternative’); MATERIAL; Bernie WORRELL; Jon  HASSELL (‘Alternative’); Anton  FIER (‘Alternative’); Yosuke  YAMASHITA; Bernie WORRELL;
label: Subharmonic (New York)

Aiyb Dieng [chatan, talking drum, congas, bata, bass drum, jimbe, gongs, bells, cymbals, metals]; Trilok Gurtu (см.) [drums, tablas]; Daniel Ponce [bata, conga]; Carlos Cordova [bata]; Bill Laswell (см.) [low bass, bowed bass, samples]; Pharoah Sanders (см.) [t sax, metal&wood flutes]; Bernie Worrell (см.) [Hammond B-3, cl]; Nicky Skopelitis [6&12-str. guitars]; Bootsy Collins [g, Space Bass]; Umar Bin Hassan [v].

Produced by Bill Laswell & Aiyb Dieng. Engineering by Robert Musso.

См. тж. сольные проекты участвующих здесь музыкантов: Trilok Gurtu; Bernie Worrell; Pharoah Sanders; Nicky Skopelitis (cм. тж. c: Sonny  SHARROCK; MATERIAL; Ginger BAKER); Bill Laswell (в секции ‘Alternative’). 

Психоделический инструментальный фанк с обилием ударных, африканскими ритмами и завораживающим шаманическим драйвом.

1. Rhythmagick

2. Sabar

3. Takou

4. Daresalam

5. Boka Devotion

6. Soweto Funk

7. Touba

8. Dungal Dub

	Al  Di MEOLA
	Casino
	1978
	38:35
	label: Sony Music (Japan) 1998

Di Meola [g]; Anthony Jackson [b]; Steve Gadd [d]; Barry MIles [ac&el p, Mini-Moog]; Mingo Lewis [congas, bongos, perc]; 

	Al  Di MEOLA
	Friday Night In    San Francisco
	1981
	41:14
	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA

Recorded live 1980. 3 duets, 2 trios.

	Al  Di MEOLA
	Passion, Grace    And Fire
	1983
	31:53
	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA

Прямое продолжение “Friday Night”, но записан на студии.

	Al  Di MEOLA
	The Guitar Trio
	1996
	53:06
	Al  Di MEOLA, John  McLAUGHLIN, Paco  De LUCIA 

дальнейшее продолжение проекта

	The  DIRTY  DOZEN  BRASS BAND
	Live: Mardi Gras In Montreux
	1986
	46:26
	punk-jazz
label: Rounder Records (USA)

Gregory Davis [tp]; Efrem Towns [tp]; Kevin Harris [t s]; Roger Lewis [bar&s s]; Charles Joseph [trb]; Kirk Joseph [sousaphone]; Jenell Marshall [snare, v]; Lionel Batiste [bass drum].

The  DIRTY  DOZEN  BRASS BAND – см. тж. с Elvis COSTELLO (в ‘Alternative’)

  This is the sound of New Orleans street music, a synthesis of a traditional form, a modern musical sensibility and a timeless spirit. This is new / old wonderful, timeless black dance music. There is also a revolutionary side to the Dirty Dozen. The Dirty Dozen is the first jazz group since the twenties to have a national and international impact playing a style of jazz based on traditional New Orleans forms and instrumentations. The Dirty Dozen captures and crystallizes a new development in dance music and in brass band music, and this new development is exciting, is, in fact, what jazz is all about — jazz is a revolutionary music, a music of constant change looking toward the future.

  The traditional form is the brass band — a strolling unit which leads processions through narrow New Orleans streets with a string of second-liners dancing alongside and behind the band. The accompanying revelers are both captivated by the music and inspirers of the music. There is the moving drum kit — one drummer with a snare strapped round his waist, the other with a big bass drum hanging across his chest. The bass parts are provided by a sousaphone. Additionally, there is the traditional brass front of double trumpet and side trombone. The Dirty Dozen’s modern music sensibility is anchored in their progressive repertoire and in the way the men use their instruments, particularly Kirk Joseph on sousaphone. His blowing is not only strong — it is swift and sinewy. Kirk plays lines that rival anything the fleetest fingers of a string bassist can pick out, plus he has Memorex-shattering high notes. The oldest member of the band, Roger Lewis nearing his fourth decade blows with the wildest abandon on his baritone or his curved soprano sax, playing post-bop licks which careen delightfully all over the wide rhythm spaces set up by the syncopations bounced back and forth between the two drummers and the sousaphone. (It is interesting to note those drum strokes, especially the multiple thumps of Lionel Batiste’s bass drum beaten by hand with much more dexterity than one is used to hearing from the typical foot-played bass drum in a modern trap set.) But it is really the timeless “Africanoid celebration of life” spirit which lifts this band past anything you may have experienced before before within the realm of twentieth century music. An ensemble flair for flat-out screaming, the conjuring of improvised riffs which build and glow, and growl and spew forth in an ecstasy which causes one to swoon — this ensemble energy and creativeness is what sets the Dirty Dozen apart from many other contemporary jazz bands.

	The  DIRTY  DOZEN  BRASS BAND
	Jelly
	1993
	51:45
	This album, the sixth by the Dirty Dozen Brass Band of New Orleans, is dedicated to the music of the seminal early composer of jazz, Jelly Roll Morton. There is a new interest in Jelly Roll, one of the most fantastic characters to ever strut through the halls of music. Legend that he was, Morton’s music, in the tumultuous half-century since his death, has been largely ignored. The Dirty Dozen have set out to bring his music back to life. It should be noted that this album features the debut of Revert Andrews on trombone and Keith Anderson on  sousaphone, products of the New Orleans street band renaissance, new and excellent additions to the octet. The Dirty Dozen Brass Band, during the last decade, has ranged the world warming hearts and moving feet with the music of the Big Easy. This imaginative meeting of musics, bridging the origins and new directions of jazz, is one of their most powerful statements.

 Morton, a Creole, became a boy pianist in the red light district (Storyville) “houses of pleasure”, and sprung from there to travel throughout the country performing his music wherever his spirit and dollars led him. Like the flashing sparkles from his ubiquitous diamonds, he was everyman — pimp, bandleader, pool shark, card shark, medicine man, club owner, racehorse owner, ‘comedian’, dry cleaner owner, outrageous dresser, and when all else failed, solo pianist. Self-appointed ‘inventor of jazz’, he was known for his big mouth, his unyielding ways, and in the words of Mr. Barker, “he thought nobody’s jazz was as jazzy as his”. If he could hear what jazz has become today, he would no doubt be extremely disturbed. Nevertheless, the genius of Jelly’s compositions have outlives his attitudes toward the music, and he probably would understand that the music must be carried forth and reinvented by succeeding generations, for its very essence is innovation. It is fitting, then, that this tribute is performed by a band which has become widely known for its innovative twists on the traditional brass band foundation of New Orleans music, integrating elements of rhythm and blues, modern jazz and blues, therefore setting off a revolution in the repertoire and style of New Orleans marching band music. In these versions, the Dozen seek to carry Jelly back to the very sstreets from which he was nurtured, and launch him again into the world transformed. — Tom Dent, New Orleans.

	The  DIRTY  DOZEN  BRASS BAND
	Buck Jump
	1999
	54:31
	multimedia CD

label: Mammoth Records / Attic Records (Toronto, Canada)

E-mail: dirtydozenbrassband@yahoo.com
Produced by John Medeski (см.)

John Medeski (см.) [Hammond B-3, Wurlitzer, k]; Keith Anderson, Corey Oswald [trb]; Kirk Joseph [sousaphone]; Chris Sevrin [b]; Damon Batiste [perc]; Kerry Hunter [snare drum]; Cayetano Hingle [bass drum].

E-mail The Dirty Dozen Brass Band at: dirtydozenbrassband@yahoo.com 

	The  DIRTY  DOZEN  BRASS BAND
	This Is Jazz
	
	66:00
	

	The DIRTY THREE
	Dirty Three
	
	49:23
	impro-avant project

label: Touch and Go Records (licensed from Torn & Fray, Australia)

	The DIRTY THREE
	Horse Stories
	1996
	56:45
	label: Touch and Go Records (Chicago)

	The DIRTY THREE
	She Has No Strings Apollo
	2003
	47:18
	Warren Ellis [vln]; Mick Turner [g]; Jim White [d].

	DIXIE  STOMPERS
	Ain’t Gonna Tell Nobody ‘Bout The Dixie Stompers
	1993
	60:20
	label: Delmark (Chicago).   Recorded in 1993.

Bill Mason [cornet]; Jim Haislip [trb]; Glenn Meyer [cl];  John Chapman [p, v(#13)]; Artie Stoltz [banjo];  Don Franz [tuba]; Wayne Jones [d]. + Katherine Davis [v (#4, 6, 10, 12)]

	Bill  DIXON
	Son Of Sisyphus
	1990 
	39:25
	label: Soul Note

Bill Dixon [tp, p]; John Buckingham [tuba]; Mario Pavone [double bass]; Laurence Cook [perc].

"...A highly talented individualist who, very early in his career, adapted his unorthodox technique to create a highly ex​pressive, personal style that today fits rather uneasily into the his​torical patterns of development beloved by critics... Moreover, because of its unorthodoxy, there is the possibility that his work may be overlooked by younger musicians struggling to master technique and individuality."
No, the above quote was not written with Bill Dixon in mind; actually it was penned by Ray Crane as part of an obituary for the remarkable Ellington trumpeter Rex Stewart, in the magazine Storyville, Oct./Nov., 1967. But the words are perfect​ly applicable to Dixon as well, and it's somehow ironic and comforting to consider the musical precedents for at least some aspects of Dixon's uncommon, iconoclastic artistry. For Dixon is, resolutely, an individual; there is no other like him, and no other music like his. Some critics have used his originality against him, others have neglected him because of it, many, I fear, simply do not understand his deviation from the "accepted" jazz tradition.

In an extensive three-part 1982 interview with Robert Rusch published in Cadence, Dixon spoke of his admiration for Rex Stewart, and other trumpeters -- Louis Armstrong, naturally, Harry James for his virtuosity, Dizzy Gillespie for his stylistic breakthrough, Miles Davis for "one of the most beautiful sounds I have ever heard come out of the trumpet," even Bobby Hackett for, I take it, the lyricism and romanticism of his playing on Jackie Gleason's records in the ‘50s.

These two words -- lyricism and romanticism -- have seldom if ever, I suspect, been offered in conjunction with Dixon's music, but they are precisely the words I would use to describe Dixon's trumpet playing... along with unorthodox, personal, tenacious, intense, and unique. Lyrical, in that his music "gives emotional (musical) expression to strong feelings" (cf: Webster's Dictionary) and that regardless of the extreme methods of his technique (in​cluding what might be considered in other contexts sound effects, timbral distortions, and a flexibility of pitch that involves non-tempered tones -- often of the sort Rex Stewart investigated early on), Dixon is, in my opinion, essentially a melodist. Indeed, one of his achievements is the ability to convey a melodic impulse from what others might perceive as textural/noise elements (Schema VI-88 is one such example here). And his music is Romantic in the sense defined by the Princeton Encyclopedia of Poetry and Poetics, as proposing "absolute crea​tive freedom, spontaneity, sincerity, and (again) a sort of emo​tional engagement." In this regard he has created pieces of "nachtmusik" as evocative as Bartok and Mahler.

It does Dixon a disservice, however, to limit any discussion of his music to his trumpet playing, for he plays the trumpet as he does the piano -- in the service of his compositional nature. In fact, his music comprises a totality; instrumental timbre and texture are as vitally important to the compositional whole as the rhythm (or rhythms) and melodies and harmonies. And it's all but impossible to distinguish how much is improvised and how much is preconceived -- it is to Dixon's credit that notation/com​position holds no ideological terror for him, and he sees "nota​tion" as a concept more expansive than mere marks on paper. In his notes to his Considerations 1972-76 (Fore Records) he states:

"Nothing appears either by itself or for itself. Things come from somewhere and for the group there are always 'directions'. When one is playing if, to the slightest degree, any kind of reference is made concerning what is to be done (in any form or manner) by physical reference; verbal reference; aural reference; ‘signals’(a look) then you have proceeded to engage in notation".
Music, of course, is an abstract art, and the perception of an emotionai expression is relative to each individual. But Dixon's intent, it seems to me, is not to portray specific feelings or ideas in his music, as much as it is to relate a personal attitude in response to particular stimuli, while acting as instigation for thought (intelligence), reflection (spirituality), and action (physi​cal movement), however these manifest themselves in the lis​tener. The music on Son Of Sisyphus holds particular meaning for Bill Dixon, which he related to me in a letter. [...]

This quartet is an ensemble (that is, "a group of complemen​tary parts that are in harmony"), whether engaging in polyphonic freedom (on Son Of Sisyphus, the lines shoot into various direc​tions, not strictly contrapuntal) or each exploring their own speed/tempo/rate of incident (Negoro Codex), or coming together in a single cohesive gesture of mood and design (throughout, but especially on Moiti Moiti Anni Fa...).
As for Bill Dixon, I'm greatly moved by his trumpet work, and the music in this collectlon.The two sparse, atmospheric piano and bass pieces (Silences For Jack Moore and Sumi-E) are intricate and haunting. His trumpet is probing but cautious (Son Of Sisyphus), expressionistic (Schema Vl-88), narrative (Molti Molti Anni Fa...) complex and eloquent; he succeeds in creating music that is intimate and introspective without being solipsistic. Further, Fusama Codex's intensity, tension, and level of con​centration is reminescent of Dixon's earlier Places and Things (on Considerations 1, Fore Records) -- a masterpiece of mood, chiaroscuro, and sustained emotion.

There is a continuity of feeling between these nine pieces, and they share a clarity, an integrity, an inevitability, a focus. The music embodies mystery, respect for the creative act, and what the painter Robert Motherwell termed "a sensuous interest in one's materials". It is sometimes elegiac, sometimes angry, some​times proud. It exists.

-- Art Lange

	Bill  DIXON
	Vade Mecum
	1994 
	77:43
	label: Soul Note

Bill Dixon [tp, fl h]; Barry Guy [doublebass]; William Parker [doublebass]; Tony Oxley [perc].

[...] Dixon's explanatory note for the album pinpoints the agency of the music: "all compositions are by Bill Dixon; the lines of Oxley, Parker, and Guy are their own." There was no printed or detailed spoken map for this recording. Searching for compositional structures after the fact reveals primarily the attributes that— according to Dixon — inhere necessari​ly in all music: beginning, middle, and end. He evolves the shapes of the pieces as foreknown destinations whose specifics are in part determined by the other musicians co-creations. "I like the accident of purpose sometimes. I ac​tually tell the players sometimes 'Don't listen to anyone... don't think at all.' I don't want any thinking in the room. When I want a certain kind of thing I will suggest that on the instrument; they know how to listen for that." Thinking and listening happen in the practice room. In recording and performance situations every practiced resource is on call at once, to be summoned in the moment. Dixon continuously probes the theorem "you can play everything you know" — that skills honed through decades must be at the fingertips to be spontaneously deployed in improvising. [...]

The group embodies Dixon's principle of orchestral playing as viable for any group. "If I play by myself— which I do a lot — that's an orchestra piece. If I play with another person, that's an orchestra piece, because what we're trying to do is cover the range of an orchestra. "Dixon, Guy, Parker, and Oxley share histories of leading orchestras in their own music, and they have all transferred their understanding of the layers, colors, and reactions of large groups to their own self-sufficient solo musics. The quartet's unity derives from the compatibility of improvisers who understand the orchestra from experience as players and directors. "Two people can't play the same orchestra, you understand, so you have to find the places where you can be... When you have a point of view musically, then it allows the two orchestras to co-exist. Even a solo is orchestral because we're covering the range of dynamics, of placement of tones, densities, lines."

contrast is immediately apparent with the roles of basses and drummer for the November 1981 concerts: there they pro​vide constant layers of sound as architectural support for Dixon' s figures. Vade Mecum incorporates the musicians in a more fluid and spacious network. "I have an affinity for the two basses, drums, and trumpet. I don't know why more musicians aren't using it—more trumpet players especially; it ties in so much better than the piano as an instrument, because it's more liquid. The bass players today are remarkable; I like that kind of feeling tone... and if you have the right drummer..."

Rhythms and pulse function more for their coloristic value than as velocities or in a metric framework. Sounds are juxtaposed to make intervallic sense one to another, so that the focal point of any passage is its direction rather than a tonal center. In fact, Dixon recalls instructing the bassists to change tunings during the pieces. Moments at the beginning of the title track show the impact of Parker and Guy (heard throughout the record in separate channels) in a pizzicato thicket recalling November 1981, but demonstrating the important corollary that cohesive high-energy playing does not always mean high-density playing. Vade Mecum offers a master-class in narrow tensions that do not go up in flames, and in deceleration without loss of momentum.

In a recording session nine years ago, Dixon epitomized the way he uses drums, advising the drummer to "do some things — nothing percussive". Tony Oxley's approach to percussion stretches this conception to its edge. He generates streams of sound that range from solid waves to precise spurts and splashes, all aimed more at flow and comment than drummerly riffs, timekeeping, or punctuation. Oxley has also created an exemplary instrumentarium and playing system to accompany his musical understanding. The same is true of Guy and Parker, who have furthered the extended techniques wrought by both symphonists and improvisers, and most strikingly of Bill Dixon's rewriting of the physical textbook of trumpet playing:

"Since no instrument tells you what to do with it, you're free to do with that instrument what you want. I try to play anything I think I can hear on the instrument that relates to what I'm trying to do within that context. I decided to use the register that's off the instrument — the pedal tones — musically. I also decided I wanted to learn to use the upper harmonics musically."

InVade Mecum, Bill Dixon has created a kinetic, uncompromising music of infinite subtlety without the apocalypses that too often are the only signature of modern music. To grasp it is to study it.

— Ben Young,   March 1994
Ben Young is the author of the forthcoming discography and performance history of Bill Dixon, Dixonia.

	Bill  DIXON
	Vade Mecum II
	1996 
	70:08
	label: Soul Note
состав – как выше.

LISTEN TO THE SOUND

Thoughts on Bill Dixon's Vade Mecum II

"Glisten." "Velvety." "Flails." "Creaking." Do such words, jotted down while I listened toVade Mecum II, help to explicate the music or serve only to impose a subjective 'hearing' on the reader? Music seems always to elude the net of language, yet "ineffable" is the one word a writer cannot use. So how best to describeVade Mecum II's unique soundworld? How indeed do the musicians themselves hear it?

For Tony Oxley, Bill Dixon's music represents "an absolute balance between intellect and emotion"; Barry Guy, speaking apropos of the trumpet, extols "the joy of the phrasing"; Bill Dixon refers toVade Mecum II as sounding "liquidly dark and light". These qualities can certainly be heard in the music and "liquid", defined by my dictionary as "a state in which the molecules move freely about one another but do not fly apart", also offers us an image of how the sounds behave. But if I had only a single phrase to say why I love Bill Dixon's music, I'd resort to a chapter-heading from Marion Brown's Recollections: "the beauty of the sound". I mean not only the sound of the trumpet, though its golden/silver light is at the centre, but also the way it gleams and seeps through the multiple shadings of those dark sonorities that Dixon so loves to work with.

That fascination can be traced back through the exceptionally beautiful Son of Sisyphus and November 1981 recordings to 1966's Intents and Purposes LP, where the instrumentation on 'Voices' -- trumpet, cello, double-bass, drums, bass clarinet -- laid down a blueprint for the small-group arabesques of dark and light that have comprised so notable a part of the Dixon discography. Intents and Purposes confirmed him as one of the New Music's most distinctive voices. Its title was prophetic too: his subsequent musical evolution has evinced both rare strength of purpose and a remarkable clarity of focus. So how doesVade Mecum II relate to its predecessors? What are the aesthetic foci in question here? First, a little background information.

This is the second CD to come from the Vade Mecum sessions of August 2,3 and 4, 1993. Bill Dixon's initial hope was to release all of the music as a two-CD set, but it was later decided to issue the discs separately (the first volume, simply titled Vade Mecum. was released as Soul Note 121208-2 in 1994). With the exception of one piece, moved to accommodate the time-span of a CD, the works appear in the order in which they were recorded, so this disc documents the later stages of what by all accounts was a very happy and productive encounter. The Latin phrase "Vade mecum" has several meanings: "notebook" or "journal" is the one Bill Dixon says he had in mind. This is in keeping with a long line of similarly intimate, ruminative titles that takes us through Thoughts and Considerations and back again to Intents and Purposes. (Bill Dixon to Bob Rusch, 1981 :"We've always had this mystique about the Jazz musician. He was like a one-celled amoeba, he could only play and please you, he did nothing else, he certainly didn't do any thinking or questioning. When he stepped out of that role, then he was persona non grata."  This is one reason why Bill Dixon has not called himself a Jazz musician for many years.)

In order to learn more about the thinking behind Vade Mecum II, I drew up a list of questions for Mr. Dixon and I'd like to quote some extracts from our subsequent exchange of faxes.

GL: In your notes to Considerations 2 (1980) you write: "There is always an aesthetic concern. There is always a reason." Is it possible to indicate briefly the chief areas of aesthetic concern/the main reasons for the Vade Mecum recordings?

BD: For me, there always IS a reason: I'm working on a specific area: line, density, intervals, spacings, etc.; how does that INTERACT, if it does, with what other members of the group, if a group is involved, with what THEY, individually and/or collectively, are working on; the nature of SOUND and the placement OF that sound relating to attack and duration as THAT relates to the basic nature of the trumpet and how that is articulated concerning the my had of ways that one can NEGOTIATE notes out of the instrument/and the list continues, etc./and that'reason'serves to dominate my thinking relating to the RECORDING of my work and in the case of "VADE MECUM" served for the impetus of that work.

GL: In his notes to the first Vade Mecum CD. Ben Young mentions that you often view your musical projects in problem/solution terms. Was there a particular problem or set of problems addressed on the Vade Mecum discs?

BD: The MAIN problem centered around the idea of doing a complete work with the barest minimum of verbal or academically notated / via manuscript / instructions to the musicians that would be complete, cohesive, non-reflecting of the methodologies utilized in its realization, faithful to my concept of composition / these 'compositions', being authored BY me / and yet 'free' enough to permit the feelings and personalities of the musicians to exist and co-exist sans the general 'hell-for-leather'musical attitude that is generally / and erroneously / associated with areas of this genre of music.

GL: Ben Young also remarks on the "more fluid and spacious" sound of the Vade Mecum sessions as compared to your earlier recordings? Would you agree with that description? Did you have a specific sound in mind or was it an 'accident' attributable to the particular players on the recording?

BD: The SOUND of "VADE MECUM" is exactly what I had in mind and could not have been realized without the players that were used. It seems / to me / to be a liquidly dark and light sound that, because of the instrumentation and the manner in which the musicians are able to extract things from their instruments, is able to cross both the borders and the boundaries of extreme high and low; seemingly with ease. The intuition, sensitivity, musicality and performaceability / if I can coin such a word / of things and ideas only vaguely suggested / by me / to the musicians. completely dovetailed, consequently rendering the idea of 'accident' as being non-existent.

This dovetailing, the flowing together of elements in the music, will be evident to the listener. What is not audible is the fact that the quartet had not played together prior to this recording. Indeed, while he had worked frequently with William Parker, Bill Dixon had never previously played with Barry Guy or Tony Oxley. Of course, he knew of their work and mentions that Cecil Taylor had "virtually insisted that I meet Tony since it was his feeling that Tony and I shared musical sensibilities". The Vade Mecum sessions certainly served to confirm Tony Oxiey's high regard for their instigator: "Playing with Bill Dixon is as close as you will get to pure, improvised music-making. He loves to play and he loves you to play. As the percussionist with Bill, there were no roles I had to fulfil -- except to play, listen and enjoy the experience of being with a master."

For Barry Guy, involvement with theVade Mecum project resonated with personal history. Intents and Purposes had been one of the first records he had bought as a young bassist in the late 60s. "The album represented an important insight for me into this other American music, the music of Mingus, Dolphy, Ayler, with its arcane, mysterious proc​esses." TheVade Mecum sessions were, he recalls, informal yet intense.

"The music had a beautiful way of breathing, it seemed to have space even though we were playing busy stuff at times. Bill kind of floated on top. He makes it sound easy, but his phrases are very complex and beautifully constructed. The music, I think, has an amazingly wide palette, from the deepest bass notes to the highest trumpet notes, and that intriguing open space in the middle. Because of natural tessitura, the trumpet often had this pristine space above us and to hear the superb, melodic side of Bill -- he has the same facility with which Miles could negotiate a trumpet phrase, the same invention -- it was great to hear that.

"Bill is unique, he's part of that great American tradition, and for me, as a European guy, to be involved... I mean. I was very happy to be apart of his process. It was an honour to be playing with this great artist."

The music as a palette? A way of breathing? Composition titles can provide similarly thought-provoking metaphors and Bill Dixon confirms that "the titles come after the music and, in some cases, suggest a quality / that I hear / in the music" (though he adds that often this quality is one he had consciously set out to document). In which context it may or may not be of help to know that 'Valentina Delia Sera' is the name of a favourite restaurant in Verona and that of the several meanings of 'Incunabula' the relevant ones here are "early books" and "beginnings" (though I must confess I've taken to calling it 'Inky Nebula').

The final composition, 'Octette 1', perhaps needs a little further explication. In his notes toVade Mecum, Ben Young had quoted Bill Dixon as saying, "I like the accident of purpose sometimes": what, I asked, did he mean by "accident of purpose"?

BD: The "accident of purpose" can best be viewed if you will consider the way and manner in which 'OCTETTE 1' was done. I wanted the sound and textural feature of eight players; I had four. I knew I could over-dub but I didn't want the MECHANICAL sound and feeling of that kind of device. In recording the piece the first time it was just done; the second time, I used headphones so that I could hear / and thus PLACE / what I had previously played within the FRAMEWORK of that. I wanted that kind of symmetry. The other players opted to NOT use headphones for the second recording and, as a consequence, there are places where the 'accidental' bumping into each other is EXACTLY what I like, since I, through what I was playing and how I was playing it, could BALANCE, in terms of line, height and weight, the TOTALITY of the sound. Am I being clear??? Listen to it closely.

"Listen to the sound of my horn... / this note you have longed to hear." So wrote the Black American poet Henry Dumas. Listening to new works by Bill Dixon has long been a too-rare pleasure for those of us unable to attend his many concerts at Bennington College in Vermont. [...] As for his future recording plans? "I have an orchestra piece that I'd like to record; ANDREW HILL and I have / over the years / periodically discussed the idea of a duo recording; I'm thinking of a solo piano recording." In addition, Dixon is compiling a second volume of his L'Opera writings, preparing a calendar of his lithographs and working on several new paintings.  (And Ben Young's Dixonia, a biographical discography and performance-diary, is scheduled for publication by Greenwood Press in 1997.)
Keen as I am to sample the results of these activities -- and the prospect of a Dixon/Hill duo is acutely tantalising -- what I'm most eager to see is the book on 60s New Music that Mr. Dixon has been promising for several years. From occasional comments in L'Opera and elsewhere, the Dixon line on New Music sounds intriguingly revisionist, not least his contention that the New Music, far from being a reaction against bebop (as it is often portrayed), was instead its logical culmination. "The music of the Sixties was important and still is important because... it finalized the break that the music of the mid-forties had initiated." (L'Opera. p.86.) This debate had better await the book's publication, but there are two points I think can usefully be made now vis a vis Bill Dixon and New Music. The first is that Intents and Purposes gives the lie to the widespread notion that the New Music was 'all about screaming'; the second is that his laterwork refutes the equally fallacious claim that the New Music soon self-destructed in a paroxysm of rage and/or indiscipline.

There are many other artists, too numerous to list here, whose work also attests to the fact that New Music was and is a broader church than the critics have painted it. Indeed, far from it being the aberration some now suggest, I firmly believe the New Music has given us the most creative and exciting body of American music since bebop. And, in the hands of masters like Bill Dixon, it continues to do so.

This is not the place to set out an alternative history of free and post-free musics, though I do think most current versions of that history are both inaccurate and inadequate. At the very least, we need to address the point that New Music is, as Bill Dixon states, "patently being ignored as a music that generated certain valuable additions to the language/vocabulary of MUSIC. It is my feeling that no matter HOW one tries to deny the past, that past HAS existed." It is a supreme irony that the Emancipation proclaimed by the New Music has been followed by a Reconstruction of 'the tradition' that is more restrictive and exclusionist than ever before. The result is that a broad continuum of artists are not being given the recognition their music deserves. In such circumstances, as Bill Dixon told Bob Rusch in 1981, "Survival is your only defense and the final insult is death. So one can't even die. You've got to fight. If that car hits you at 90 miles an hour, you have got to get up."

I think Bill Dixon has done more than survive for the last 70 years. He has pursued his aesthetic vision with total integrity and in the process has created many works of outstanding beauty. To hear his trumpet take flight is to hear an artist who, while mindful of his forebears. aims always at the zenith of his potential. This surely is the raison d'etre of any tradition. Or, as Henry Dumas put it in his poem 'Black Trumpeter', "the wing praises the root by taking to the limbs".

— Graham Lock

	Bill  DIXON
	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 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

	DK 3
	Neutrons
	1997
	33:50
	funk / avant-gard. Эксперименталистский фри-джазовый проект. Насыщен применением новых и необычных звучаний
label: Quarterstick Records (Chicago, IL)

Duane Denison [g, b]; James Kimball [d, aquaharp]; Ken Vandermark [reeds]; Tom Bickley [recorder (#7)]. 

	Nick DMITRIEV
	In Memoriam
	2004
	76:50
	label: Solyd Records

rare and previously unreleased tracks

Я хочу выразить глубокую благодарность всем, кто помог в издании диска памяти нашего друга Коли Дмитриева. Прежде всего, это, конечно, музыканты, которых Коля издавал на своей фирме «Длинные руки». Они сразу поддержали идею, подавляющее большинство предоставленных ими записей выходит на этом компакте впервые.
Спасибо вам, Антон Батагов, Владимир Мартынов и Татьяна Гринденко, Алексей Любимов, Сергей Загний, Сайнхо Намчылак, Николай Судник, Елена Сергеева и Сергей Жирков, Вячеслав Гайворонский, Лев Гутовский, Александр Бакши, Терри Райли, Михаил Ходаревский, Михаил Жуков, Алексей Айги - и Анастасия Курёхина, разрешившая использовать запись Сергея Курёхина.
--- Андрей Гаврилов, Solyd Records

1
ENSEMBLE 4'33"
MUSIQUE SOLITAIRE
Alexei Aigui - violin, Glockenspiel
Denis Kalinsky - cello.
Music from the soundtrack to Petits Oiseaux et Grands Savants

(dir. - Catherine Garanger).
Recorded in March 2004 in the Tourne studio by Mikhail Spassky.

2
ALEXEI LUBIMOV
plays Mysterious Adventure for prepared piano (1947)
by John Cage.

3
SAINKHO NAMCHYLAK
RECOLLECTION
Part 1. Morning Raga (live)
Part 2. Train (live)
Part 3. Temptation (live)
Recorded live at the DOM 21.10.2001.

4
SERGEI ZAGNY
REQUIEM
Recorded 5.05.98 in Moscow.

5
NE TE
WANDERING SONG
Elena Sergeeva, Sergey Zhirkov
with Eduard Sivkov - saxophone
and Mikhail Yudenich - drums.
Recorded live in Vologda 25.06.1999.

6

VETROPHONIA
AUTORIKSHA
Nick Nick Sudnick
& Alexander Lebedev-Frontov - zvukosklestchivanie.
Recorded in November 1998.

7
ALEXANDER BAKSHI
WINTER IN MOSCOW. SLIPPERY... (1994)
Performed by the ensemble
OPUS POSTH / Tatiana Grindenko (violin).

8
FABERGE EGGS
KOLYA WHO BUILT THE DOM
Mikhail Khodarevsky, Dmitry Shumkov with Leonid Tishkov (harmonium).
Recorded in 1997, final mix by Mikhail Rezvan in 2004.

9
VYACHESLAV GUYVORONSKY
BALLAD #6

10
TERRY RILEY and VLADIMIR VOLKOV
RAGA
Recorded live at the DOM in 2000.

11
NEW ART ENSEMBLE
INTRODUCTION
Lev Gutovsky, Sergei Belov.
Recorded in 1999.

12
MIKHAIL ZHUKOV AND NIKOLAI OORZHAK
HOOMEY (fragment)

with Vlad Makarov (cello) and the Uneasy Music Orchestra.

Recorded live at the DOM 04.10.2000.

13
ANTON BATAGOV

ON THE WAY TO THE PURE LANDS (MUSIC FOR NICK DMITRIEV)

Composed, performed and recorded on April 20-21, 2004.
The voice of Geshe Thubten Tashi chanting "Mandala offering" and the fragment of "Lamas' dance" were recorded in Kopan Monastery, Nepal, in November, 2000.

14
SERGEI KURIOKHIN 

A PIECE FROM UNKNOWN SOUNDTRACK

The date of the recording unknown.

Recorded in Leningrad by Sergei Litviakov.

15
VLADIMIR MARTYNOV 

POST SCRIPTUM (from the unreleased album "ALTERNATIVA")
Vladimir Martynov - piano, Tatiana Grindenko - violin, Sergei Saveliev - syn​thesizer, Alexander Zakirov - bass guitar.

Recorded in 1985 by Yury Bogdanov.

Mastering: Anton   Silaev

	DOCTOR  NERVE 
	«Armed Observation» (1987) /  «Out To Bomb Fresh Kings» (1984)
	
	74:52
	jazz-rock / avant-garde.  Значительно авангардный проект, но очень живой и бесконечно изобретательный.

label: Cuneiform (USA), 1991

Be shure to visit the Dr. Nerve Homepage

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

Nothing else sounds like Doctor Nerve! 

"Guitarist/leader Nick Didkovsky loves building polyrythmic edifices out of odd rythmic figures played at breakneak tempos by his turn-on-a-dime ensemble...which he pushes to inhuman limits of virtuosity." -- Option. 

"Ambitious compositions and intricate arrangements... tightly executed by a crack eight-piece outfit...Gutsy, intelligent, vital." -- Pulse. 

"The music is brash, tricky, obnoxious, and proud of it.” -- The New York Times. 

"Magnificent.” -- The Wire. 

"A startling collision of post-metal guitar, avant-garde improvisation, and tight large-ensemble arrangments." -- Guitar Player.
  “After quitting a promising career as an actuary, I moved upstate to the Creative Music Studio, which seemed like a good place to compose music full time, explore new ideas, run the recording studio, and make a lot less money. [...] The ensuing proto-Nerve incarnations recorded some killing performances, which ended up on the first LP ‘Out To Bomb...’. The band’s identity coalesced later, giving birth to another LP: ‘Armed Observation’. I am exceedingly proud to see these first two LP’s released here on the CD. About the artwork: I recently saw some paintings by surrealist Victor Brauner at the museum of modern art in St. Etienne, France. I was particularly captivated by a nervous tubular man in one of the untitled paintings, and sketched him. When I got back to New York, I matted the resulting images against fractal graphics generated by my own software, and very happy with the results.”   — N. D.
The Musicians:

Samm Bennett - percussion (15)

Doug Brown - electric bass (20)

Anne Brudevold - violin (16, 22 - 25)

Lucian Burg - sax (20)

Brian Carter - drums (20)

Don Davis - tenor sax (17, 18, 21, 27)

Didkovsky (см. тж. FUKKEDUK) - guitars on everything, tiple

Dave Douglas (см.) - trumpet (1 - 4, 7, 14, 15,16), piano (16)

Yves Duboin - soprano sax (1 - 4, 6, 7, 9 - 11, 14 - 18, 21, 23 - 25, 27)

Brian Farmer - drums (22  - 25)

Mike Leslie - electric bass (1,2, 4, 15, 17, 18, 21, 27)

Bill Lippencott - sax (20)

Joachim Litty - sax (23 - 25)

Michael Lytle - bass clarinet (1 – 4, 6, 7, 14, 15, 16, 17, 18, 21,27)

Steve MacLean - electric bass (23 - 25}

James Mussen - drums (1 - 4, 6, 7, 14 - 19, 21, 27)

Kyle Sims - electric bass (3, 6, 7, 14, 16)

Marc Wagnon - vibraphone (1 - 4, 7, 14, 16 - 18, 21, 27), percussion (15), piano (6)

Chuck Verstraeten - trombone (23 - 25)

	DOCTOR  NERVE
	Did Sprinting  Die ?
	1990
	42:26
	label: Cuneiform

DOCTOR NERVE:

Greg Anderson - electric bass

Leo Ciesa - drums

Nick Didkovsky - electric guitar, vocals

Yves Duboin - soprano sax

Rob Henke - trumpet

Michael Lytle - bass clarinet

Marc Wagnon - KATmallet controller

Live concert material digitally recorded on the evening of June 14, 1989 at The Knitting Factory, NYC. Portions of this recording were broadcast from Tokyo the following day.
Armed Observation/Out To Bomb Fresh Kings is both of the first two lps that cemented Nerve's reputation as one of NYC's most fast 'n' furious bands. Hot NYC downtown fusion, “Did Sprinting Die?” is a live show from 6/14/89 captures all the fun and energy of a Nerve concert. “Beta 14 OK” and “Skin” contain SCREAMINGLY high energy performances of superbly convoluted compositions. On “Skin”, Nerve finds the unlikely meeting ground between heavy metal, thrashcore and artrock. The densest, heaviest, most intricately composed music you could ever imagine! “Every Screaming Ear” could be considered an overview & summation of the group's work to date, as it includes live reworkings of material from their previous recordings, as well as compositions, deconstructions & improvisations, all with excellent sonics. In addition, there are two amazing tracks by Nick Didkovsky with Japan's Isso Yukihiro group [from Nick's recent Japanese tour], a chamber orchestra performing a Nerve piece, & a new studio recording of Nerve with The Meridian Arts Ensemble performing Capt. Beefheart's "When It Blows It's Stacks".

	DOCTOR  NERVE
	Beta 14 ok
	1991
	53:14
	label: Cuneiform

Greg Anderson [el b]; Michael Lytle [contrabass, clarinet, v];  Marc Wagnon [vibes, p]; Nick Didkovsky [el g]; Dave Douglas (см.) [tp]; Rob Henke [tp, v]; Yves Duboin [s s]; Leo Ciesa [d].

  ‘Beta 14 ok’ brings to completion three years of work. A fair share of this time was spent exploring form, particularly musical form, and the role of the composer in its determination. This program generated compositions orchestrated specifically for Doctor Nerve. It repeatedly dealt me severe aesthetic shocks and blows, which is of course a very good thing. On the far end of this blurred boundary lies ‘Fast Fourier Fugue’ (#16), a computer generated vibraphone piece which composes itself during the act of performance, each result being unique and outside of my control. Thanks to everyone who has supported and continues to support Doctor Nerve. Move forward, move fast, ‘Beta 14 ok’.

"There's lots here to mull over...have cerebral fun deciding whether to listen to it in one broad dramatic sweep or to single out individual tracks for closer scrutiny.” -- The Wire.

	DOCTOR  NERVE
	Skin
	1995
	53:39
	label: Cuneiform

Greg Anderson [el b]; Michael Lytle [contrabass, clarinet, v];  Marc Wagnon [vibes, samples]; Nick Didkovsky [el g]; Dave Douglas (см. тж. в разделе ‘Jazz’) [tp, barithone thing]; Rob Henke [tp, v]; Yves Duboin [s s]; Leo Ciesa [d]; Michael Lytle [bass cl, contrabass cl].

"Brash, tricky, obnoxious and proud of it." – New York Times

"Inhuman limits of virtuosity" – Option

"This CD will scare the hell outta ya!" – Drummer Dude

	DOCTOR  NERVE
	Every Screaming Ear
	1997
	52:04
	label: Cuneiform

All compositions by Nick Didkovsky except "Stacks" by Captain Beefheart

Nick Didkovsky [el g, screaming ear, splintered voice]; Greg Anderson [el b, subversive analog archives]; Leo Ciesa [d, binary excisions]; Dave Douglas (см. тж. в разделе ‘Jazz’) [tp, barithone thing, missing]; Yves Duboin [s s, screaming tongues]; Rob Henke [tp, big money rant, v]; Michael Lytle [bass cl]; Marc Wagnon [electromagnetic vibraphone]; + a.o.

	DOCTOR  NERVE
	Ereia
	2000
	54:59
	label: Cuneiform Records (USA) cuneiformrecords.com

drnerve@ingress.com
http://www.ingress.com/~drnerve 

Full score available, should you want to share a little knife with us. – Finis Coronat Opus
Produced by Nick Didkovsky

#1.-4. First

She Look Her Spit

Ereia, In No Mood

Fresh Comes Out

#5. Second

For Being Nice To The Wrong People

#6.-9. Third

For Away Scares Him

He Shares A Little Knife With His Sister

The Thorn Piercing His Coat

At Last The Hand, Shifting

Performed by DOCTOR NERVE and THE SIRIUS STRING QUARTET, as listed below:

Doctor Nerve

The following sonic criminals performed acts of unimaginable musical cruelty and luminosity on all three movements of this work:

Greg Anderson - bass, ears; Leo Ciesa - drums, oak splinters; Nick Didkovsky - electric guitar, claps, on Spit Yves Duboin - soprano sax, flute, splitting headache; Rob Henke - trumpet, dream drop; Michael Lytle - bass clarinet, fearless terrors; Kathleen Supove - piano, freak books, vinyl.

Sirius String Quartet 1999

The formation contemporary with this release consists of the following guardians of sonic fury, who recorded the first and third movements in a lavish studio environment, spurning its comforts entirely:

Joyce Hammann - violin, double stop razors; Mary Whitaker - violin, unflappable quintuplet jet stream; Ron Lawrence ~ viola, big room; Tomas Ulrich - 'cello, heavy mettle.

Sirius String Quartet 1997

The formation that premiered Ereia consisted of the following trustees of intractable virtuosity, whose live performance of the second movement is delivered here to your ears:

Todd Reynolds - violin, solo on The Thorn Piercing His Coat; Liz Knowles - violin, radiance; Ron Lawrence - viola, big vision; Mary Wooten - 'cello, a little knife.

In 1993, Ben Neill booked Doctor Nerve at The Kitchen for the Gruppen Festival. I invited the Soldier String Quartet to share a set of conducted improvisations with Nerve, and a sound was launched that screamed for a future. We performed a similar set a year later at The Knitting Factory, this time with the Sirius String Quartet, which intensified the scream. In 1996, commissioning funds supporting the creation of a new piece for Doctor Nerve and The Sirius String Quartet arrived, and with it the challenge of tunneling limitless possibilities into a single cohesive work.

I decided that I could both maximize my freedom and focus the composition by splitting it into three movements. The first movement would be for string quartet only. The third movement would be a through composed movement for the full ensemble. The second would act as a kind of morphological bridge between the first and third, being a conducted improvisation that incorporates material from these two movements. And so it is realized here, with the second movement captured live in concert, and the others movements recorded in the studio.

Composing, performing, and recording Ereia has been one of the most intense creative experiences of my life. The piece has made it its business to push as many of my limits as it can: creative, musical, technical, emotional, interpersonal, physical... Ereia will for the rest of my life provide a model for how I maintained a musical current while discovering my role as a new father, itself a creative act at least an order of magnitude more demanding than uny music I will ever compose, record, or perform. Still, Ereia should kick your ass.

-- Nick Didkovsky, 2-1-00, NYC

	Eric  DOLPHY
	Out There
	1960
	34:15
	Eric  DOLPHY – см. тж. с: MINGUS

E.Dophy [a s, fl, B-flat&bass cl]; Ron Carter [cello], G. Duvivier [b]; Roy Haynes [d].

	Eric  DOLPHY
	Outward Bound
	1960
	37:00
	E.Dolphy [a s, bass cl, fl]; F.Hubbard [tp]; J. Byard [p]; G.Tucker [b]; R.Haynes [d].

	Eric  DOLPHY
	Five Spot Cafe, N.Y.City, July 16,1961
	1961
	70:38
	Eric Dolphy with: Booker Little [a s]; M. Waldron [tp]; R. Davis [p]; E. Blackwell [d].

	Eric  DOLPHY
	In Europe Vol. 1
	1961
	35:03
	Eric Dolphy with: B. Axen [p]; E. Moseholm [b]; J. Elniff [d]

	Eric  DOLPHY
	In Europe Vol. 2
	1961
	53:31
	как выше

	Eric  DOLPHY
	In Europe Vol. 3
	1961
	39:48
	как выше

	Eric  DOLPHY
	At The Five Spot Volume 1
	1961
	47:34
	Eric Dolphy with: B.Little[tp]; M. Waldron[p]; R. Davis [b]; Ed Blackwell [d].

	Eric  DOLPHY
	Where?                    [Ron Carter/ Eric Dolphy]
	1961
	36:00
	R. Carter [b, cello]; E. Dolphy [a s, b cl, fl]; M. Waldron [p]; G. Duvivier [b]; C. Persip [d]

	Eric  DOLPHY
	Berlin Concerts
	1961 
	72:05
	label: enja

Eric Dolphy, B. Bailey, P. Auer, G. Joyner, B. Smith.

THE BERLIN CONCERTS
Eric Dolphy was one of the greatest reed players that ever lived, and though fate removed him from this earth after only 36 years, his influence as a multi-instrumentalist has been enormous. You can hear his spirit most strongly in the work of the AACM reedmen, particu​larly Anthony Braxton, who has ex​tended and redefined many of the direc​tions Dolphy first suggested.
"The Berlin Concerts" finds the expa​triate Dolphy in the company of a very straight-forward rhythm section of drummer Buster Smith, bassist Jamil Nasser, pianist Pepsi Auer, and the fine trumpeter Benny Bailey. The music is solid and swinging, but the players offer no revelations. The main interest here is, of course, Dolphy, whose missionary
intervallic intentions stand boldly apart from the more traditional bop permuta​tions of his fellow players.
The most intriguing aspect of this record is the chance it gives us to observe Dolphy in simultaneous communion and extension of his influences. His play​ing on one of Charlie Parker's favorite anthems, Hot House, illustrates what Jaki Byard once said: "It's interesting that, although he's got so much of his own going, Eric is the only one of the cats who's captured Bird's true tone." Dolphy yawps and slithers his way through the changes, employing a bluesy inflection and even using one of Bird's favorite Hot House quotes, Pop Goes the Weasel. If any​thing, Dolphy was finding new passing tones and harmonic implications in Bird's work.
No one ever had a more vocal sound than Dolphy, as he demonstrates on the fast angular Geewee and an exquisite slow
blues The Meeting; on the latter he seems to be coming more out of Monk than Bird, his solo covering the entire range of the horn in a single bound. I'll Remember April is a traditional challenge round piece for the virtuoso jazzman and Dolphy goes wild, obliterating the changes and melody in a joyous incanta​tion of magic and mystery. Benny Carter's When Lights Are Low is a feature for bass clarinet; Dolphy begins with the sweetly curved notes that are the trade​mark of people like Carter and Johnny Hodges, then launches into a speaking in tongues display of the unique timbre and dynamics of the instrument. The unac​companied God Bless The Child is even better. His conception has a serpentine splendor and a total sense of control; this is also a good representation of the balance Dolphy could strike between his innate tenderness and his exploratory zest.
Hi-Fly by Randy Weston is a showcase for Dolphy's aviarian insights into the flute, his most lyrical and gentle instru​ment, and the one on which he remains the all-time jazz champion (James New​ton notwithstanding). As a matter of fact, this writer must confess that he has never heard Dolphy excelled on any of his instruments. You may differ of course, but Dolphy was a pure musical spirit who permanently altered our expectations of what alto saxophone, bass clarinet, and flute were capable of doing. Benny Bailey makes the only other meaningful statements on "The Berlin Concerts," but this is a worth​while document nevertheless. Eric Dolphy was challenging infinity with his every musical expression, which makes all of his recordings very precious.
— Chip Stern. 

	Eric  DOLPHY
	Stockholm Sessions
	1961 
	57:12
	label: enja

Eric Dolphy [fl, bass cl, a s]; Idrees Sulieman [tp]; Knud Jorgensen [p]; Rune Owterman [p]; Jimmy Woode [b]; Sture Kallin [d].

«Eric Dolphy was a saint – in every way, not just in his playing.» – Charles Mingus.

"The two things I remember about Eric Dolphy were his extraordinary humility toward his art, his fellow artists, and toward the miracle of creation -- that, and his unquenchable curiosity to learn, to absorb, to grow. And in that eternal quest -- like Mozart, like Keats, like Fats Navarro -- he burned himself out at an early age. For Eric belonged to that select gallery of geniuses who know that the more we learn, the more there is left to learn. He transcended the usual definitions of a classical or jazz musician, a black or white musician. His blackness certainly was never in question, yet he never flaunted his blackness, and with a rare combination of humility and pride he offered his remarkable skills and powers of expression in the service of music and humanity. He was, in short, one of the most beautiful men that one could, in a lifetime, be privileged to meet, and I consider it a privilege to have loved him."

----- Gunther Schuller

	Eric  DOLPHY
	Vintage Dolphy
	1963 
	51:08
	label: enja
состав варьируется

In his own Quartet set here, from the 1963 Carnegie Recital Hall concert, Dolphy features each of his instruments in turn. His selective, economical bass clarinet solo on Half Note Triplets shows him rid of any direct dependency on Charlie Parker's phrasing (his bass clarinet was the last of his horns to do so). And the intricate, undulating layers of sound from his flute on Jaki Byard's dedicatory Ode to Charlie Parker contrast markedly in sonority, texture, and approach. Eric's alto on Iron Man strikes me as one of the most amusing, ingenious examples of a jazz soloist's toying playfully with a single musical motive that it has ever been my delight to hear.
Schuller's less familiar Densities again shows how Eric's "free" jazz improvising adapts itself perfectly to atonal com​posing. It also puts Dolphy and the other jazzmen virtually in charge, with the classical players even encouraged to join in their easy-going swing. And Night Music is nachtmusik of a very American night-on-the-town, complete with a pas​sionate encounter the nature of which the listener is free to interpret for himself.
In a sense, I am sorry about the other people I have brought into this discussion, but it all seemed needed to help set the record straight. At this point I should repeat the real reason for this LP: Eric Dolphy was a man born to make and communicate music, and any phrase from any of his instruments will tell you that immediately.
-- Martin Williams

	Eric  DOLPHY
	Out To Lunch
	1964
	42:33
	Eric Dolphy with: F. Hubbard [tp]; B. Hutcherson [vibes]; R. Davis [b]; Tony Williams [d].

	Eric  DOLPHY
	Last Date
	1964
	45:42
	Eric Dolphy [fl, bass cl, as], Misja Mengelberg [p], Jacques Schols [b], Han Bennink [d].

	Eric  DOLPHY
	Iron Man
	1971
	40:49
	Eric Dolphy with: Prince Lasha [fl]; Clifford Jordan [s s]; Woody Shaw [tp]; R.Davis [b]; B.Hutcherson [vibes]; J.C.Moses [d].

	Eric  DOLPHY
	Conversations
	1986
	33:50
	Eric Dolphy with: Woody Shaw, Clifford Jordan, S.Simmons, Richard Davis, Charles Moffet, Bobby Hutcherson, Eddie Kahn, J.C.Moses

	(Eric  DOLPHY)
	Eric Dolphy  & Booker Little -  Remembered Live At Sweet Basil
	1986
	46:57
	[tribute to Eric Dolphy]

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

	(Eric  DOLPHY)
	Jerome  HARRIS: “Hidden In Plain View”
	1995 
	58:29
	[tribute to Eric Dolphy]

label: New World

Jerome Harris (см. тж. с: Bobby Previte; Mark Helias)  [ac bg], Bobby  Previte (см.) [d], Bill Ware [vib], Don Byron (см.) [cl], E.J.Allen [tp], Marty Ehrlich (см.) [a s, bass cl], Ray Anderson (см.) [trb]

- plays compositions by Eric DOLPHY.

Look up Eric Dolphy in any contemporary encyclopedic jazz history and you are likely to find an entry something like this: Eric Allen Dolphy was born in Los Angeles on June 20, 1928 and died in Berlin thirty six years and nine days later on June 29, 1964. [...]  As short as his life and as dry as a cracker, this resume is becoming the perceived reality of Eric Dolphy’s legacy. For a player with such a unique and highly personal voice, this is criminal. Looking further for some indication of Dolphy’s current stature, one confronts statement such as, “Perhaps his greatest contribution to jazz was his exploration of the bass clarinet as a medium for jazz improvisation.” (‘The New Grove Dictionary of Jazz’). That a peer of Charles Mingus, Ornette Coleman, John Coltrane and — despite his tragically short career — a participant in “some of the most significant recordings of the late ‘50s and early ‘60s” (‘Eric Dolphy: A Musical Biography’) should have dropped off the map so thoroughly that his most notable accomplishment is seen as the employment of an obscure (for jazz) instrument beggars belief. But this gentle man frightened the critical jazz establishment during his lifetime; John Tynan, reviewing a John Coltrane / Eric Dolphy performance at Hollywood’s Renaissance Club wrote, “Coltrane and Dolphy seem intent on deliberately destroying [swing]... They seem bent on pursuing an anarchistic course in their music that can but be termed anti-jazz.” (John Tynan. ‘Down Beat’ 1961).  Dolphy’s instrumental voice was so intensely personal, so suffused with emotion, and so attuned to the cadences of speech that it resembled nothing so much as a human voice. His soloing style juxtaposed emotions, frequently contrasting ones, qver a pattern of shifting phrases in which the fragmented melodic line alternated with ornamental fluorishes. This does not imply that he diluted the central idea of his argument, either by the changing emotional tenor or through his use of beautiful decoration, merely that in his vision — as in the prose of Henry James — ideas could be expressed only through the exploration of all of their implications. Yet, with a vocabulary that encompassed all of human experience, what predominates in Dolphy’s music is the sense of sheer joy that it conveys: joy in life; joy in music, which his technical facility embellished; and, unmistakably, joy in communicating.
   It is distressing to find such a voice silenced by indifference to its creator. Jerome Harris, in describing the genesis of this project, noted, “Recently, I’ve heard comments by younger players, who are saying that Dolphy couldn’t play! Or more, that they didn’t feel that he was headed in a valid direction. I’ve also observed a stance, among the young traditionalists, where they excise from the canon musicians considered avant garde. I maintain that the avant garde was a part of the tradition. A player’s sources may not be obvious, or orthodox, but that doesn’t mean that these players don’t have deep roots in the music’s past practices. That these players are considered not worthy of notice is a trend that deeply disturbs me. There are people whose styles contain elements that are easy to emulate. Coltrane is a good example; some things about his playing style lend themselves to practice and so we now have several generations of tenor saxophonists who are directly influenced by  ‘Trane. Others are more in the realm of inspiration, rather then emulation. Dolphy was definitely one of those.” Harris set out to reflect Dolphy’s voice in a number of ways, starting with his choice of band. Dolphy recorded consistently, in his final year of life, with a lineup that added trumpet, vibraphone, bass, and drums to his woodwinds; change the comping instrument to piano and add a second saxophone, and you have the instrumentation of the Charles Mingus Jazz Workshop, the closest Dolphy came to a stable working environment during that period. This blend of instrumental families offered tonal possibilities that obviously appealed to, and inspired, him. The band’s ability to play off the head is a necessity, for another aspect of Dolphy’s voice was the space that he wrote into his tunes. It could be argued that his pieces were intended, in fact, to be frameworks upon which solos were affixed. Dolphy recorded most of them several times without changing the core, no matter how much time had passed between performances or how different the instrumental composition of the band — the solos alone seemed to live and change. This was not because Dolphy was technically incapable of writing harmonically conventional songs, but rather because he valued spontaneity so profoundly. “It helps me play...” he explained to writer Don DeMichael. “It’s like you have no idea what you’re going to do next. You have an idea, but there’s always that spontaneous thing that happens.”  The members of the group assembled here have all, Harris confirms, “dealt with Eric’s legacy.. it’s not a matter of inside/outside or bebop or free — I think we’re trying to transcend the limitations of either/or: It can be and and also.” Harris’ two original compositions are offered as much in response to Dolphy’s legacy to jazz as in tribute to him. The chorale “Emanation” (#4) was inspired by Dolphy’s speaking voice (the record “Last Date”). When you hear music, after it’s over — it’s gone, into the air. You can never capture it again. “Fortunately, with recordings that is no longer true,” Harris explains. “I was thinking about the brevity of Dolphy’s life and about spirits — about the reverberations of people’s work. I was also inspired by the chordal structure of the slow movement of Stravinsky’s ‘Three Pieces For String Quartet’, which was very interesting harmonies, harmonies that have implications for a couple of different tonalities simultaneously.”  Richard Davis reports that Dolphy was composing a string quartet at the time of his death. “Hidden In Plain View” (#8) grew out of Harris’ admiration for the ensemble playing on the album “Out To Lunch”. “I always loved that record because everyone plays so melodically, while using a full range of expression dynamically and melodically. Some people unfairly categorize Sixties avant garde music as being all screaming and bashing — whereas ‘Out To Lunch’ is so fully realized. I wanted some composed material of strong melodic and rhythmic character to jump off from. I was really surprised that we wound up with a fairly steady pulse, but that’s the thing about improvising: If you’re lucky, sometimes you get surprised.”        — Wes Phillips.
     Jerome HARRIS.  It is unusual for a non-reed player to actively pursue a career on more than one instrument, but Jerome Harris is as active a guitarist as he is a bassist. He has collaborated with an astonishingly diverse cross-section of contemporary artists, including Oliver Lake, Sonny Rollins, George Russell, Julius Hemphill, Bob Moses, and Amina Claudine Myers — as well as most of the musicians in the ensemble featured on this disc. Harris first encountered an acoustic bass guitar several years ago, when he met a player who had commissioned one from a luthier in Portugal. He was impressed, yet felt he had to wait until the technology of the pickups employed was more fully developed. The Sigma instrument Harris plays here utilizes both a bridge pickup and a small microphone inside the bass’ hollow body. It is unique in its tonality. “I find there is a woodiness and a broadness to the tone — not to mention an upper-bass, lower midrange punch to the attack — that lends itself to walking.” It has a different sort of thump.

	Andrea DONATI
	Le Ciel de ma Memoire
	1995
	46:21
	label: Amiata Records, New Music Series (в этой серии изданы, так же, Steve Reich и Terry Riley)

Andrea Donati [ac b, stick, ac bass guitar]; Roberta Gambarini [all voices]; Gianni Coscia (см. Gianluigi TROVESI & Gianni COSCIA) [accordion]; Silvio Binello [s s]; Carlo Virzi [d]; Federico Sanesi [tabla, perc].

I dedicate the music on this disc to Marcel Proust. His fine sensitivity, his singular genius and the particular attention he gives to the smallest shades of the emotive universe of the human race are very dear to me and have since​rely inspired me during the com​position and realisation of this work. It is this sentiment of affec​tion and gratitude that links me to this writer, in a manner similar to that in which, sometimes, the works of the great artists say things we hadn't known, or perhaps had only partially known, leaving the personal dimension of the individual that has made it become the communal wealth of a greater rank of person.

—  Andrea Donati
easy с вокализом (без слов)

Очаровательное ретро. Вспомните французскую музыку с вокализом из к/ф «Мужчина и Женщина», вытряхните из неё излишнюю сентиментальность и снарядите джазовым драйвом. В результате получим спектр настроений от музыки для сиесты (№4) до лёгкой и ажурной, слегка иронической меланхолии (остальные композиции). И вся эта нео-романтическая идея воплощена здесь блестяще.

	Christy  DORAN
	Phoenix’
	1990 
	67:40
	Christy  DORAN см. тж. с: Fritz  HAUSER; Joe McPHEE;

label: hat ART

Christy Doran [ac & el guit]  duos with Ray Anderson (см.) [trb], Marty Ehrlich (см.) [cl, t&a s-s], Urs Leimgruber (см.) [s s], Hank Roberts [cello].

    Biography: Christy Doran was born 1949 in Dublin, Ireland. Since 1959 he lives in Lucerne, Switzerland. At the age of 13, he starts to play guitar. Later he studies at the Swiss Jazz School Berne and at the music academies of Lucerne and Berne. From 1971 until 1980 he teaches at the Jazz School Berne. Since 1972 he teaches at the jazz school in Lucerne.

1972 he founds the electric jazz group “OM” together with Urs Leimgruber, Bobby Burri and Fredy Studer.

1984 he founds the “Christy Doran’s MAY 84-Septett” with Norma Winstone, Trilok Gurtu a.o. Member of the Peter Warren Quartett with Victor Lewis and John Surman.

1989 project with Sonny Sharrock, Rosko Gee and Fredy Studer. Duo-tours with Ray Anderson and with Marty Ehrlich.

1990 tour with Fritz Hauser and Corina Curschellas. Member of Urs Leimgruber’s “Ensemble Bleu” with Francoise Kubler, Hans Koch, Louis Sclavis, Bobby Burri.

Playing experiences with Carla Bley, Albert Mangelsdorf, Bob Stewart, Edvard Vesala, Charlie Mariano, George Gruntz, Pierre Favre, Miroslav Vitous, a.m.o.

     PHOENIX’.  There is Christy Doran himself, the center of this whole cosmos, playing acoustic and electric guitar. He uses the same electronic equipment as on stage — thus there are no studio overdubs on this record. He, too, has many facets. Seven of the eleven pieces are his own compositions, and the way they are combined they become a kind of meta-composition. “Phoenix” shows Doran’s mastery in composition by demonstrating his gift for the development of dramaturgy, contrasts and suspense. He plays with different styles as with individual notes, from traditional jazzish interjections via minimal- meditations to electronic sound storms, which is exactly what I called deconstructivism. This is, in a certain sense, the contrary of destructiveness. In short, “Phoenix” is the artist’s self-portrait as a mature man.

  Whether in jazz or elsewhere, the duo represents the superlative form of intimacy. Apart from the fact that ‘everyone is many’, that man not only consists of two brain halves, mind and matter, body and soul, and that, to quote a classic, “Conversations With Myself” can be an exciting thing (also with regard to artists, who are sometimes torn, living between genius and madness) — that is, if we disregard the productive form of schizophrenia, the art of the solo constitutes the improviser’s claim to absolute rights. He obeys his own laws, or those he has internalized or cannot distinguish any longer from his own inventions. He is sufficient unto himself, he is content to have no other theme or stimulus than his own self. Where the art of the solo rises above the level of an etude, a touch of heroism and a smell of presumption stick to it all the time — at least in improvised music. The solo always has a tendency towards virtuosity and the unrelatedness of the means because a creative idea knows no bounds, except perhaps technical ones (which he uses to produce friction). Another possibility: The improvising soloist (who could have total freedom at his disposal) uses tricks and, refusing to be a radically spontaneous inventor, employs preconceived structures in order to protect his audience from monotony — a danger to all monologues, however brilliant they might be. The tendency and basic nature of the monologue is hermetic. Playing in a trio (and in larger ensembles), however means already standing in the public eye and getting involved in an exceedingly complex social situation. A triangle associates rivalry, jealousy and tension. The duo is the form of both intimacy and interaction. Private arguments between two persons are different than those in front of witnesses — not less heated (often more heated, as shown in criminal statistics), but different.  An improviser never exposes himself as openly as in a duo. The duo is the art of being at someone’s mercy, of surrender and (sucessful) defence. If someone, like Christy Doran on “Phoenix”, dares to be ‘alone together’ with four different partners, then we may say that he has chosen a rather radical form of self-portrait. In both mythological and Christian reality, Phoenix was a symbol of immortality. Despite the fact that at the end of each piece he rises from the ashes like the legendary Sun Bird of ancient times. What makes this mythical creature interesting for him is the combination of the elements: fire, air and earth (in the form of ash). What is missing is water.

	Christy  DORAN
	Ray ANDERSON, Han BENNINK & Christy DORAN:

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

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

	Christy  DORAN
	Shaman
	2000
	47:16
	label: M.E.L.T. (England)  www.melt2000.com 

Christy DORAN & Boris SALCHAK with Airto MOREIRA.

Christy Doran mets Boris Salchak in 1994 in Boswil, Switzerland. Christy, together with the Swiss percussionist, Mani Neumeier, was leading a workshop in jazz improvisation in which Boris took part. Coming as he does from the southern Siberian republic of Tuva, it is stilt not clear how Boris got notice of this workshop, but his presence proved to be providential.
Using parts of his own compositions, played on guitar, Christy started the workshop by asking each participant to demonstrate his or her improvisational ability. When it came to Boris' turn, he produced an astonishing sound.

	Bob DOROUGH
	Too Much Coffee Man
	2000
	53:53
	retro

label: Blue Note / Capitol (Hollywood, USA)

Bob Dorough [v, p, el p, whistling]; Phil Woods [a s]; Ray Drummond [b]; Billy Hart [d]; Mark Holen [perc]; Ken Brader III [tp, fl h]; Rick Chamberlain [trb]; Jim Daniels [bass trb, tuba]; Steve Gilmore [b]; Bill Goodwin [d, perc]; Tony Marino [b, el b, stick b]; Jamey Haddad [d, Hagimi drum, perc]; Joe Cohn [g solo]; Craig Kastelnik [Hammond B-3]; Hui Cox [g]; + vocal trio (#12) --  Lois Brownsey, Craig Kastelnik, Pat Flaherty.

www.toomuchcoffeeman.com 

Near the end of 1999, a homemade postcard came from Bob Dorough announcing two one-nighters at Deanna's, one of the countless joints where he has played and sung his happy tunes since the '40s. I didn't know Deanna's or its downtown New York location (Rivington Street), but the card said to bear east on Houston Street, and I did — for blocks and blocks and blocks, until I almost gave up. Finally, on a dark, deserted street near the Bowery, I found Deanna's, a loud yuppie restaurant full of girls in retro cocktail dresses and boys in Versace-type suits, smoking cigarettes and trying to act sophisticated.

In one corner, a cluster of loyal fans cheered on Bob — a grinning, ponytailed guy from Arkansas, just shy of 76. For two sets, he drawled his beboppy love songs in a husky bullfrog voice while jabbing out hip chords on the piano. Tunes he had recorded with Miles Davis, Blossom Dearie, and Art Farmer, three of his admirers, brought no glimmer of recognition from the youngsters present. But they snapped to attention when he announced his "hit": "Conjunction Junction," which he wrote for the ABC-TV cartoon series Schoolhouse Rock. Suddenly they were on their feet dancing and singing:

"Conjunction junction, what's your function?"

"It's great that I reach across the age lines a little bit," he later said modestly.

Bob is used to getting his rewards slowly, and in surprising places. Blue Note startled him in 1997 by signing him for his first major-label album, Right On My Way Home. People liked it so much that he has now made this follow-up, another look through his skewed lens at eternal and aborted love, the march of time, and the morning after. Bob retains his "special gift of bringing joy even to the jaded," as Down Beat put it. But his quirky phrase lengths and rhythms and his sometimes manic glee hint at the bumpy road behind him.

Several of his distinguished friends join him here, including saxophonist Phil Woods and guitarist Joe Cohn. But no one can replace his musical other half, bassist Bill Takas, who died shortly before these sessions. Bill played on his 1956 debut album for Bethlehem (Devil May Care) and on Right On My Way Home, thereby framing a substantial part of Bob's life. He misses "just having a guy who would travel with me anywhere, really like a brother. Didn't matter if I said, 'We're not gonna make much money but would you like to go to Seattle?' He'd say, 'When?' 'Sure!' Besides that, he knew all my music. I could just do whatever popped into my head."

His tribute to Bill lies in the title song. "Bill drank coffee from morn 'till night, hot or cold, fresh or old. He would startle and puzzle a French waiter in a fine restaurant by saying, simply, 'Coffee.' 'Cafe? Maintenant?' A nod. 'Before dee-nair?' Another nod." Bob had written "Too Much Coffee Man" for an unsold animated pilot based on an underground comic book of the same name. (The cover and other illustrations in this album are the work of Shannon Wheeler, the character's creator.) The salute to Bill continues with a frantic samba version of "The Coffee Song" (Frank Sinatra's 1946 hit) that suggests a severe case of the caffeine jitters. Bob added a new chorus of his own.

Several songs offer glimpses into his past. "Oklahoma Toad," written by his peer and pal Dave Frishberg, is a rural scene that Bob knew well as a child. "Fish For Supper" takes him back to his days as a bright-eyed young soldier in 1944. That's when he saw this tune performed by its author, band​leader-trumpeter Cootie Williams, in Hot Springs, Arkansas. In 1961, Bob's attempt to write "a really hip love song with a kind of jazz feel" led to "I've Got Just About Everything," a tune that sounds like a dizzying sax solo with words. It became the title song of a 1966 album, Bob's first since "Devil May Care" and his last for ten more years. "Wake Up, Sally, It’s Saturday" was born on Valentine's Day 1989, after his wife Sally had left for work. "By the time she got home at four-thirty it was all written down on a big messy piece of manuscript paper, music, chords, and words, which I performed rather sloppily for her as a valentine." he says. He wrote one of his sweetest ballads, "There's Never Been A Day," from the perspective of "a musician who finally finds commitment to a woman, then has to go on the road."

The mood darkens in the album's second half. "Yesterday (I Made Your Breakfast)" is a bleak episode from 1952, when his first marriage was crumbling. "Where Is The Song?" depicts a desperate race against time to find "the song that I must sing to bring eternal spring." The words of "Marilyn, Queen Of Lies" come from the oftentimes acid pen of Fran Landesman, the beat-era Dorothy Parker and Bob's frequent collaborator. In 1965, Bob wrote a set of pop-art tunes (musical settings of a laundry ticket, a weather report, and more) with Dan Greenburg and Monte Ghertler. For "Love (Webster’s Definition)" he turns to the dictionary for the true meaning of love, and only compounds the confusion.

Which leads him to "Late In The Century," Bob's thoughts on how to straighten things out. "With cur​rent, unthinkable events and the Y2K syndrome." he notes, "I just had to say something — 'nuff said!"

— James Gavin. New York. 2000

[James Gavin's work has appeared in the New York Times and the Village Voice. Knopf will publish his forthcoming biography of Chef Baker]

1. The Coffee Song

2. Wake Up Sally, It’s Saturday

3. There’s Never Been A Day

4. I’ve Got Just About Everything

5. Oklahoma Toad

6. Too Much Coffee Man

7. Fish For Supper

8. Marilyn, Queen Of Lies

9. Yesterday, I Made Your Breakfast

10. Where Is The Song?

11. Love (Webster’s Definition)

12. Late In The Century

	(Dave  DOUGLAS)
	MOSAIC SEXTET

[2 CD]
	2001
	67:39 66:08
	DOWN BEAT 48TH ANNUAL CRITICS POLL: 

“JAZZ ARTIST OF THE YEAR” 2000

“TRUMPET OF THE YEAR” 2000

“TWDR COMPOSER OF THE YEAR” 2000

“ACOUSTIC JAZZ GROUP OF THE YEAR” 2000

Down Beat critics have been following the steady trajectory of his career, awarding him Talent Deserving Wider Recognition as Artist of the Year in 1998 and 1999.
Dave DOUGLAS -- см тж с: John ZORN (в ‘Alternative’); Mark DRESSER; John LINDBERG; Don BYRON; DOCTOR NERVE; Uri CAINE (в ‘Alternative’); David  SHEA (в ‘Alternative’); Tom CORA; Anthony  BRAXTON (1995); 

label: GM Recordings

rec. 1988-1990

Disc One originally released as "Today, This Moment" (Konnex 5058, 1994).

Dave Douglas, Michael Jefry Stevens, Mark Feldman, Michael Rabinowitz, Joe Fonda, Harvey Sorgen.

CD I composed by Douglas/Stevens

CD II composed by Douglas/Stevens/Rabinowitz

biography

Dave Douglas has arguably become the most original trumpeter/composer of his generation. Douglas' stylistic range is broad, yet unaffected; his music is not a pastiche, but rather, a personal aesthetic that reflects a wide variety of interests. He explicitly cites such diverse influences as Igor Stravinsky, Stevie Wonder, and John Coltrane. As a composer, Douglas adapts and synthesizes unusual forms and creates his own out of disparate elements. As a trumpeter, Douglas possesses a comprehensive jazz technique; certainly, one hears the ghost of Lester Bowie in Douglas' expressive manipulations of timbre and pitch, but more pronounced is the integration of distinctive compositional and improvisational conceptions that ultimately defines his work. 

Douglas grew up in the New York City area. He started playing piano at the age of five, then trombone at seven before discovering the trumpet at nine. He learned jazz harmony in high school and began playing improvised music as an exchange student in Barcelona, Spain. From 1981-1983, he studied in Boston, first at Berklee School of Music, then the New England Conservatory. He moved to New York City in 1984, where he attended New York University and studied with Carmine Caruso. In 1987, he toured Europe with Horace Silver. The early '90s saw Douglas begin to record in earnest; he led or co-led dates for the Hat Art, Soul Note, New World, and Arabesque labels. His various bands include the Tiny Bell Trio, a self-described "jazz-Balkan-improv" group with drummer Jim Black and guitarist Brad Schoeppach; his String Group, which includes violinist Mark Feldman, cellist Erik Friedlander, and bassist Mark Dresser; and his Quartet and Sextet, which includes drummer Joey Baron. Douglas began recording for RCA in 2000 with a tribute to jazz pianist Mary Williams entitled Soul on Soul. That same year A Thousand Evenings featuring Guy Klucevsek was released, followed by El Trilogy and Witness in 2001. It was with Witness that Douglas began to broaden his already eclectic scope, incorporating electronics savvy improvisers like Jamie Saft and Ikue Mori. His next album, The Infinite, featured a more familiar sound but surprising covers of songs by Rufus Wainwright and Bjork. Also busy as a sideman, he can be heard on recordings with Patricia Barber, Myra Melford, John Zorn, and Anthony Braxton, among others. Douglas' Freak In was released in 2003. Douglas began his own Greenleaf label, in 2003, and intorduced it with his own Mountain Passages album released in early 2005.

Mosaic 
 - Douglas 

Gang Wars for Sextet 
- Douglas 

Mr. Phinney 
- Stevens 

In Progress 
- Douglas 

Oskar 
- Stevens 

Superconductor 
- Douglas 

Drum Song 
- Stevens 

Trio for Sextext 
- Stevens 

Children's Somber Dance 
- Douglas 

Today, This Moment 
- Stevens 

Underground 
- Douglas 

Anthem 
 - Stevens 

Motivation 
- Rabinowitz 

Earth Tones 
- Douglas 

Bassoon Lines 
- Rabinowitz 

Afternoon 
- Stevens

	(Dave  DOUGLAS)
	NEW AND USED: “Souvenir”
	1992
	65:06
	free jazz

label: Knitting Factory Works (NY, USA)

Dave Douglas [tp]; Kermit Driscoll [el&ac b]; Mark Feldman (см. тж. с: John Zorn; Uri Caine - в ‘Alternative’) [vln]; Andy Laster [a&bar s]; Tom Rainey [d].

  This CD show off the coloristic range and writing which make them one of New York’s best bands. ‘Souvenir’ is serious and irreverant, dense and sparse, smart and random. And you thought you were smart?

	(Dave  DOUGLAS)
	NEW AND USED: “Consensus”
	1995
	70:55
	label: Knitting Factory Works (NY, USA)

состав – как выше

All the crazy fellers listed above (‘Souvenir’) form a whole new Consensus. Combining the visceral elements of mainstream jazz improvision with the compositional developments of this century, New And Used creates a hybrid music that is all that and a bowl of grits. The ‘Village Voice’ said they «articulate a startlingly original emotional logic». Whatever that means.

	Dave  DOUGLAS
	Parallel Worlds
	1993 
	62:59
	label: Soul Note

Dave Douglas [trumpet]; Mark Feldman [vln]; Erik Friedlander [cello]; Drew Gress [b]; Michael Sarin [d].

 Parallel Worlds indeed! What Dave Douglas and his musicians have achieved here is the coming together in a superb symbiosis of several parallel and contiguous musical worlds - concepts, styles, if you will. These performances also bring together the «parallel worlds» of ‘improvisation’ and ‘composition’ in a new and beautifully integrated fashion, that at times even blurs the line between those two approaches to the point where the listener can’t be quite sure which is which. To put it another way: all the subtle gradations between structured, fully written out composition and free, spontaneous improvisation — with ‘structured improvisation’ somewhere in the middle—are fully exploited. Again symbiosis!

Another continuum of which Douglas and his quintet are masters is their musical language itself, ranging from conventional tonality to the outer regions of atonality (and in some instances even microtonality). Douglas’s atonality is, however, always aurally rooted in tonality: there is no break here between the one and the other; it is a floating continuum in which melody and harmony exist more in degrees of harmonic tension, of chromatic intensity, than in any opposites of ‘dissonance’ and ‘consonance’. What some listeners may perceive as ‘dissonant’ is merely the outer extensions of tonality, the outer stretching of consonance. Douglas’s world of music is a rich one. 

I think this is an important, even prophetic record. It breaks new ground, it pushes into new frontiers, discovering new territory. At the same time it expands on that earlier concept of «Third Stream» (now called «World Music» by the record companies!), bringing different — and parallel — worlds of music together in a new social/artistic union. 

— Gunther Schuller
«This recording expresses the  myriad of  feelings I and experiences I have had through music in its many manifestations. It is an attempt to give a singular voice to all the simultaneous and contradictory realities that go into our existence. The parallel worlds of the title also refer to the disparate conditions of peoples’ lives in this country: from politicians and corporate leaders to the seemingly invisible millions of disenfranchised and underutilized poor. That such disparities exist in so rich a country is certainly an anomaly that needs to be commented on. Techniques involved in the compositions and arrangements are not important; the instrumentation is also secondary. The «cover tunes» on this recording are there because they represent some of the finest music composed in this century, and for no other reason. There are certain things I could say with regard to my own pieces - they would likely be far less interesting than listening to them .» 

 — Dave Douglas
1. Sehr Bewegt (Webern)

2. Parallel Worlds

3. In Progress

4. Remains

5. Piece For Strings

6. Ballad in Which MacHeath Asks Everyone to Forgive Him (Weill)

7. Loco Madi (Ellington)

8. On Your Leaving

9. For Every Action

10. Grand Choral (Stravinsky)

	(Dave  DOUGLAS)
	The Cabinet Of Dr. Caligari
	1994
	50:25
	label: Knitting Factory Works (NY, USA)

Mark Dresser (см.) [contrabass]; Dave Douglas [tp]; Denman Maroney [prepared piano].

	Dave  DOUGLAS
	In Our Lifetime
	1994
	72:13
	Dave Douglas [tp]; Marty Ehrlich (см.) [bass cl]; Chris Speed [t s]; Josh Roseman [trb]; Uri Caine (см. в ‘Alternative’) [p]; James Genus [b]; Joey Baron [d].

	Dave  DOUGLAS
	Five
	1996 
	60:33
	label: Soul Note

Dave Douglas [trumpet]; Mark Feldman [vln]; Erik Friedlander [cello]; Drew Gress [b]; Michael Sarin [d].

Dave's music is a living, breathing organism -- an exciting world of possibilities where anything can happen.  Although clearly a product of one composer's vision, it finds a life of its own in performance because like all great music, it is both fun and challenging to play.Thus it is informed not only by Dave's limitless imagination,  but by the creative musicians he surrounds himself with. This band is one of today's greatest working groups. All great composers down through the ages have loved music—and all of them have brought their influences together into a new as yet unheard conglomeration. This is as true of Guillaume de Machaut as it is of Mozart, Brahms, Jelly Roll Morton, lves or Ellington. The fact that more intormation is instantly at the fingertips of the twenty-first century composer as compared with any other generation of composers is actually not the point at all — all composers draw upon their influences and life experiences in creating their  own personal world of sound.

Dave has been touched by many kinds of music, but what comes out is solely his -- coherent,  tasteful and never self-indulgent. This music has a different story to tell each listener, and yet always retains an integrity, an honesty and a clarity of vision. The соmpositions here, like Dave's playing, arc meticulously crafted and саrefully considered, and as such will richly reward the serious listener on repeated hearings. Just pick up any of his albums and you'll get the same - honest, highly complex music of unusual intensity and power. From the first note you know that this guy's in total control of his art, in peak form, and is going to be taking you places you've never even imagined. It rarely gets better than this - adventurous music touched by genius. --JOHN  ZORN

Five is the most recent recording of my String Group, formed in early 1992. I've really enjoyed developing this music with a working band, and the new compositions and arrangements are all heavily influenced by the experiences of the band itself. It should be obvious to the listener that the String Group is not "Dave Douglas with Strings" This is a group of five improvisers - each with his own indispensable role in the music that I write and arrange. Mark, Erik, Drew and Michael are among the finest and most original players of their instruments. Aside from their virtuosity, they all have the rare ability to get inside the pieces and find what's needed — as soloists, accompanists, chord, rhythm or melody players. My conception of the group is quite far from a "classical" one - in which the performer plays verbatim the notes on paper. This music is constantly evolving and being shaped by each player in the moment, and is written specifically with each of them in mind I look forward to further developments of this somewhat unusual ensemble in the years to come.  

 --  DAVE DOUGLAS

1. Invasive Procedure

2. Mirrors

3. Going, Going

4. Seven

5. Who Knows

6. The Inflated Tear

7. Actualities

8. Knit Brow

9. Over Farrell's

10. Mogador

	Dave  DOUGLAS
	Sanctuary              (2 CD)
	1997
	54:25 58:13
	label: Avant

Left: Dave Douglas (см тж : John Zorn ‘Masada’) [tp]; Yuka Honda [sampler]; Hilliard Greene [b].

Center: Chris Speed [tenor, cl]; Dougie Bowne (см) [d].

Right: Cuong Vu [tp]; Anthony Coleman (см) [sampler]; Mark Dresser [b].

  Main inspirations: John Coltrane’s Ascension, Ornette Coleman’s Free Jazz, Pierre Boulez’ Le Marteau sans Maitre, Arnold Schoenberg’s Pierrot Lunaire, Giovanni Bocaccio’s The Decameron and the absurd story of the building of Santa Maria del Fiore Cathedral in Florence, Italy; The Cathedral was begun in 1294 with the sole intention of surpassing the Siennese and Pisans, but its builders had no real idea how such an immense dome could be erected. Nonethless, work continued for 125 years until the problem of the dome became critical and potentially embarassing. After much politicking and many bizzare proposals the church and dome were finally completed by Filippo Brunelleschi, who found his solution while wandering among the ancient ruins of Rome.

CD I:

1. Apparition

2. Three Beasts

3. Swoon

4. The Lethe

5. Dark Wood

6. The Dome

7. Heavenly Messenger

8. Among Frogs

CD II:

1. Limbo

2. The Great Cliff

3. The Lantern

4. Mad Dog

5. The Flower

6. Contemplation

7. Coins

8. Among Stars

	Dave  DOUGLAS
	Convergence
	1998
	71:51
	label: Soul Note

Dave Douglas [tp]; Mark Feldman [vln]; Erik Friedlander [cello]; Drew Gress [b]; Michael Sarin [d].

From his first major statement, the Soul Note album “Parallel Worlds” by the quintet featured herein, Dave Douglas was revealed as a major trumpeter, composer, arranger and bandleader. As he began to document additional ensembles – the number of which continues to grow – his exceptional capacity for creating diverse environments and assembling sympathetic performing units came to the fore. Then Douglas brought several bands back to the recording studios, proving (on rhe Soul Note CD “Five” in the case of the present group) the capacity for growth contained within his various units. It is hardly surprising that “Convergence”, the third statement from the quintet that started the whole process, somehow surpasses its excellent predecessors.

Douglas is driven by an expanding sense of possibilities and a conviction that even the broadest stylistic barriers are being shattered. “It’s not new to say that this is an information age, and that we are bombarded by all kinds of music,” he explains. “Not just all of the jazz reissues, but all other kinds of music as well. What has changed is that, as musicians, I feel that we can inform ourselves about the world and digest all of those influences in order to make our own statements.”

While each of his bands reflects this open-minded approach, Douglas’ string quintet may provide the most accommodating context for applying what he has learned. In part this stems from the exceptional strengths as both improvisers and interpreters that Mark Feldman, Erik Friedlander, Drew Gross and Michael Sarin bring to the effort. “One of the great steps forward in modern music is how composers are learning to deal with improvisers,” Douglas insists, “and the most interesting pieces I hear are instances of composers working closely with players and performers”. What results is a kaleidoscope of lines, textures and colors that the quintet reveals with particular eloquence. “A lot of the different threads of the music I’m involved in come together in this group,” he affirms, “and some of the surprises people hear in the group come from these different strands”.

Instrumentation is not destiny, however, and the string quintet is neither an example of “chamber jazz” or an attempt to “swing the classics”. “Many people hear strings in the band and, at the surface level, their reaction is ‘classical and jazz’. But the parallel worlds that the first album refers to are not simply classical and jazz. That’s too narrow for me. I don’t think of music in separate genres, and the parallels I have in mind arc more between what might be considered high and low cultures. And not just musical cultures, but the different cultures of life on this planet. To me, they are not different, they are one thing.”

Consider “Desseins Eternels”, from a work for organ by Olivier Messaien. “The first time I heard the Messaien piece,” Douglas recalls, “a friend played it for me as sort of a ‘Blindfold Test’, and I thought it was Joe Zawinul, an early Weather Report thing. Those connections are what inspire me, that a French composer in the ‘30s could sound like a jazz fusion band in the ‘70s. The more I listened, the more I felt that this group could pull it off.”
Douglas’ confidence is based in the skills of his partners, skills that he feels have not always received proper attention. “People looked at ‘Parallel Worlds’ too much as my own personal achievement, so I titled the quintet’s next album ‘Five’ to place more emphasis on the band,” he confesses. “I rely on my knowledge of the musicians, their strengths and weaknesses, even more than the instrumentation; and I pick people flexible enough to go anywhere I want – or to take me someplace new. Writing for improvisers is a special skill. I get excited when I’m writing – I want to call the guys and tell them what I’ve come up with – but I’ll also call and ask if certain ideas will be too difficult, and consider the alternatives they suggest. There also has to be room for each piece to evolve. If you write music that leaves space for true spontaneous improvisation, you have to be prepared for the piece to take different shapes. Many times, the band will find where the piece should go.”

The range of material on “Convergence” substantiates how effectively this method works. The brief, dazzling opening piece affirms the quintet’s technical brilliance and Douglas’ orchestral vision, his ability to transform a Burmese melody so that it scamlessly incorporates echoes of Americana. The sonic unity of trumpet and strings, one of the quintet’s defining characteristics, is also well displayed. “I’m a blender by nature,” Douglas explains, “and I like the challenge of putting my sound within the strings. Violin and cello can also execute things that a trumpet can’t do – double stops, pizzicati, different bowings – and that’s an inspiration and a challenge for me as a player as well.”

With “Joe’s Auto Glass”, the canvas expands. Douglas’ composition is filled with suggestive phrases and rhythmic turns. One can easily imagine Ornette Coleman’s quartet or Paul Bley’s trio spinning variations on the melody, and a comparable level of empathy and energy is heard in the improvisations that follow. “I look for interesting forms when I compose,” Douglas explains, “and while we may change specifics when I bring a piece to the band, the larger shape is usually retained. The trumpet and cello interplay on “Joe’s Auto Glass” is an example. The interesting thing about this piece to me is that everyone chose to use very specific material from the written sections in their improvisations. This is the kind of interplay you can only develop by playing together.”

It should go without saying that ensemble work of this quality is the sum of five brilliant individual voices. For all his intellectual rigor, Douglas is a stunningly emotional trumpet player, one who can convey great feeling with his mournful sound and a variety of attacks that often change within the course of a single-phrase. His playing on “Tzotzil Maya” and “Collateral Damages” in particular reveal the weight of his passion, and both originals also underscore his willingness to confront political and social issues. “Often, we are encouraged not to think about these things; but hopefully listeners will make a connection for themselves,” he says. “We just can’t sit back and read ‘Down Beat’; music also has an immediate connection to world events and consciousness.”

Much could be said about the remaining tracks and the rest of the quintet. Kurt Weill’s “Bilbao Song” has continued to evolve since the group began playing it in 1992, and now reflects this shared experience as well as the tune’s already-rich history. “Border Stories” and “Goodbye Tony” document Douglas’ and the band’s capacity to work in short and long forms, respectively. The former, a collection of fragments, mirrors how an anecdote heard during a European tour grew through repetition into something fabulous, only to be revealed at tour’s end as apocraphyl. “Goodbye Tony” honors the late Tony Williams in typical Douglas fashion, by avoiding imitation. “I don’t think it’s an exaggeration to call Tony Williams one of the century’s most important innovators, as well as one of the great contemporary composers,” Douglas emphasizes. “Musicians of all stripes will agree; they find his use of polyrhythms and texture very inspiring. And then there is always that spark that you call genius. What shocked me was learning that he only studied composition late in his career. He always sounded to me like one of the most educated musicians out there”. “Nothing Like You”, which captures the quintet in straight-ahead mode, delivers a closing surprise not unlike the original version did on Miles Davis’ “Sorcerer” album. “I hear that tune and always smile, thinking of Bob Dorough’s voice,” Douglas says.

If one piece had to stand for the achievement of the quintet individually and collectively, however, it would be “Meeting at Infinity”, infinity being the point where parallel lines converge. The piece was specifically designed to present four different versions of the blues, each featuring a different soloist, with the structures growing less abstract until the traditional twelve-bar form stands clearly revealed during Douglas’ concluding solo. It begins with atonal compositional techniques that announce Michael Sarin’s drum solo, gains more vivid shape as Erik Friedlander improvises in the second section over the other strings, moves through a walking tempo for Mark Feldman’s solo and ultimately explodes as Douglas airs it out in a series of choruses that reveal his fondness for such circa-1960 stylists as Booker Little, Freddie Hubbard and Don Ellis. The universe of Douglas’ and the quintet’s experiences are contained within this tour de force, yet the image of a young trumpeter who dreamed of playing with Art Blakey also remains.

“I’ve done everything my own way,” Douglas summarises. “I decided that I had to in order to generate some work, but also to follow through on all of these sounds that I’ve heard. I think it’s a very American viewpoint, even though many of these explorations are unfortunately put down as being ‘European’. But I’ve always wanted to play jazz, and incorporte all of these different ideas. Blending composition and improvisation in the tradition of Duke Ellington, Charles Mingus, Gil Evans, John Cage, Harry Partch and others is the most American thing one could do. I’m not talking about throwing different genres together without any meaning, which is what some people mean when they speak negatively of ‘post-modernism’. I’m talking about going inside, finding something that’s honest and genuine, and having an ensemble of people I can rely upon to help me get there. That’s the way this music is going.”

— Bob Blumenthal

	Dave  DOUGLAS
	Charms of the Night Sky
	1998
	56:07
	label: Winter & Winter

rec. 1997

Dave Douglas [tp]; Guy Klucevsek (см.) [accordion]; Mark Feldman [vln]; Greg Kohen [ac b].

Trumpeter Dave Douglas has participated in so many styles of music that listing them all would be mesmerizing. Some of his best work has been performed in free style and hard bop jazz groups. Here, he charts a different path, albeit one that he has pursued successfully before, in a mellow, lovely vein. Douglas is the only horn, backed by Guy Klucevsek's eclectic accordion, Mark Feldman's gloriously sweet violin, and Greg Cohen's acoustic string bass. With some exceptions, the dynamics are generally low, the tempos slow, and the mood serene. There is almost a post-minimalism to it all, capped by the exquisite sound of Douglas' trumpet. Often, the tunes (mostly written by Douglas) have an Eastern European flair, at times hinting at Klezmer or Jewish wedding music. The group's exacting technical skills eclipse limitations and transcend the immediate moment with gorgeous sound and forward-looking harmonies.

Charms of the Night Sky 

Bal Masque 

Sea Change 

Facing West 

Dance in Thy Soul 

Little One 

Wild Coffee 

The Girl With the Rose Hips 

Decafinata 

Poveri Fiori 

Odyssey 

Twisted 

Codetta

all tracks composed by Dave Douglas except #7-9 by Klucevsek

	Dave  DOUGLAS
	Songs for Wandering Souls
	1999
	56:18
	label: Winter & Winter

Dave Douglas [tp]; Brad Shepik (см.) [g]; Jim Black (см.) [d].

The irrepressible Dave Douglas delivers another installment in the life of the Tiny Bell Trio, which features his own inimitable trumpet style, but the rhythmic invention of Jim Black on drums, and Brad Shepik's emotionally vulnerable yet volatile guitar playing. Where previous Tiny Bell outings have focused on the possibilities for texture, dynamic, and atmospheric possibilities within a given compositional structure, Songs for Wandering Souls places its eye firmly on group execution this set of compositions — all but two of which are by Douglas, the others arranged by him especially for this of his many groups. The disc opens with "Sam Hill," a beautiful "song," where the lead "call" voice is carried by Douglas, but its "response" is in the lyrical flow of Shepik's string interplay. Theme and melody are stated repeatedly throughout the piece, and soloing is kept to merely three or four measures, but it's enough. The tenderness and empathy that these musicians, especially Jim Black's approach to "song," is nothing less than emotionally moving. Elsewhere, on "Loopy" — with Black leading a kind of rhythmic chant for Shepik to play the melody from, which starts from the inside out, seemingly, and Douglas chiming in on the last note — the band plays for seven minutes on the off-kilter side of the three different harmonic structures present in the composition. It swings, easily, lightly, and with enough grace to make the listener forget its odd stylistic attributes. The deep listening this band plays with is truly remarkable. Each tune swings, dances, and shimmies with the skill and enthusiasm this band shows toward lyrical improvising, and turn-on-a-pin attention to compositional detail, dynamic, and the value of a fragment to solo in. The cover of Rahsaan Roland Kirk's "Breath-A-Thon" is noteworthy because it was originally a solo piece, here reconstructed for the entire trio. The modal invention here, and the melodic sentiment in Kirk's original, come shining through here, as well as his warm sense of humor. Songs for Wandering Souls is a truly wonderful installment in this revelatory band's journey. May it be long and prosperous.

Sam Hill 

At Dusk 

Prolix 

Loopy 

One Shot 

Breath-A-Thon 

Nicht So Schnell, Mit Viel Ton Zu Spielen 

Gowanus 

Wandering Souls 

Ferrous

all tracks composed by Dave Douglas except #6 by Kirk “So Schnell”

	Dave  DOUGLAS
	A Thousand Evenings
	2000
	66:29
	label: RCA

Dave Douglas [tp]; Mark Feldman [vln]; Guy Klucevsek [accordion]; Greg Kohen [b].

“THE REASON EVERYTHING LOOKS SO BEAUTIFUL

BECAUSE IT IS OUT OF BALANCE, BUT ITS BACKGROUND IS ALWAYS IN PERFECT HARMONY.” --  Shuriryu   Suzuki
By 2000 trumpeter Dave Douglas had etched himself as one of the most versatile, intriguing, and important players and composers on the scene. By leading several groups that successfully focus on particular styles, Douglas had been able to be not only one of the best but also one of the most recorded. A Thousand Evenings was his second album for BMG and his third release of that year. A Thousand Evenings features his Charms of the Night Sky group (also the name of the quartet's 1998 Winter & Winter label debut) with Mark Feldman on violin, Greg Cohen on bass, and the marvelous Guy Klucevsek playing accordion. As with the initial Charms of the Night Sky release, the set list is comprised of flowing chamber jazz pieces that lend themselves to a strange mix of tango, Eastern European folk, and klezmer, all in the framework of the New York downtown jazz scene. The title song is a beautiful engaging opening number that floats along with Douglas blowing right on top. Highlighting one of the most important factors of this group is Klucevsek's accordion playing: He adds a great deal to the density and also to the rhythm of this music. "Variety," a solo accordion piece, clearly demonstrates that fact. There's also an entertaining reworking of the James Bond theme "Goldfinger." A Thousand Evenings is an example of great musicians keeping their ideals straight in the oft-murky landscape of major-label contemporary jazz, and is highly recommended.
As much as we'd like to relive "Birth of the Cool," "Kind of Blue," "Filles de Kilimanjaro" or "Decoy," let's face it -- it's futile. We're lucky to have those masterpieces to guide us, but their timelessness exists only in those record​ed documents that allow us to revisit a vanished past. That's the beauty of im​provised music and its curse: in order to be recreated, it has to have new life breathed into it every time. It can never again exist in its original form. Ultimately it grows and changes, but it will never be the same as it once was. So with love and dedication, musicians build a new music on the remains of the old – sometimes in fits and starts, sometimes through gradual expan​sion and evolution. The only way to go is forward; yet there are as many for​ward directions as there are musicians. What this new music is called is, per​haps, not our choice. Names only attach themselves to established and codi​fied artforms. But there will always be shades of the old music in everything we do – it has become frustratingly clear that there is no way to make sounds that do not refer to something, somewhere, that has been done before. 

Most musicians today laugh when asked “How much of that is improvised?” I think that what's funny to them is that the distinction between composition and improvisation is so blurred that the question itself points out the absurdity of trying to sort them out. When I give new music to any of my groups, it is understood that our improvisations should be elaborations stemming directly from the written music. The interpretation of a written passage should reflect a personal style and flexibility so that the notes are reborn in each reading. In other words, the written note is so colored by the performer, and the improvisation so colored by the composition that it's impossible to say where one begins and the other ends. How much of Johnny Hodges's melodic interpretations are '"notated", and how many of Charlie Parker's choruses on "Now's the Time" are "improvised"? Both are honed from years of experience and interaction.

How a composer uses the interactive language of improvisation has become one of the most compelling elements of contemporary music in any style. I'm talking about pioneers like Fletcher Henderson, Duke Ellington, Charles Mingus, Gil Evans, Jimmy Giuffre, Cecil Taylor, Julius Hemphill, Harry Partch, John Cage, Earl Brown, Mauricio Kagel, Luciano Berio, Terry Reilly, Pauline Oliveros, Henry Mancini, Brian Wilson and Stevie Wonder. Like so many others, they've found new ways to communicate ideas to their players, drawing the performer into the process, finding new connections between genres and a new compositional language. The beauty of this time is that musicians are free to choose which elements they use from moment to moment, creating an infinite range of possibilities and variations. This recording is dedicated to the endlessly fascinating music of this world.

---- Dave Douglas, 2000
This music is very different from our first recording “Charms of the Night Sky”. Perhaps because we’ve played a lot together and I’ve learned how to write better for this band, I feel the ensemble is more fully integrated and has more of a live feel. Live performances with this group have given me some of the most exhilarating creative highs of my career. Something about the intimacy of the instrumentation brings out new levels of subtlety and interaction in all of us. 

Guy Klucevsek (kloo-sev'-ick), long an accordion superstar in his own right, is one of the most sensitive and insightful performers of new music on thy scene today. It was on hearing his solo concert at Kenny Wollesen's loft in 1997 that I got the whole idea for this proiect. His taste and restraint are in large part responsible for the tone of this band.

Mark Feldman and I have been working together for almost fifteen years. Through all that time he continues to surprise and challenge me with the ever-expanding range and passion of his violin playing. It's an enduring thrill to be making music with Mark. He has truly found his own language a rare feat for instrumentalists on any instrument. 

It is the arranger's mind and group spir​it of Greg Cohen that gives this music propulsion and dynamic contour. Greg is a visionary mindreader of an ensem​ble player and it is for that reason that you will find his name on so many different kinds of records.

In thanking the musicians, I'd also have to thank Joe Feria, engineer and associate producer. Joe practically became a member of the band during these recording sessions.

In So Many Worlds (#7-9) was commissioned by Chamber Music America and originally written for the String Trio of New York. It is warmly dedicated to American composer, pianist, saxophon​ist bandleader, and teacher Jaki Byard. The brilliant inclusiveness of his music was a beacon of inspiration and encouragement for musicians everywhere.

Three times over the course of two days in the autumn of 1999 I was exposed to Shirley Bassey’s recording of Goldfinger (#10). Coincidence? We'll never know but I just couldn't get it out of my head (you try... ). I decided I could either run in agony or make an arrangement for my band. 

The Branches (#2,3) was commissioned by the Ashkenaz Festival of Yiddish Culture in Toronto, Ontario, and was first performed in September, 1999. It is dedi​cated to Yiddish American clarinetist /composer Dave Tarras, who, on moving to America in 1921, pioneered an entirely new genre of music.

	Dave  DOUGLAS
	Soul On Soul
	2000
	69:36
	DOWN BEAT 48TH ANNUAL CRITICS POLL: “JAZZ ALBUM OF THE YEAR” 2000

equipment
Dave Douglas' horn for the last 20 years has been a silver Bach Stradivarius large bore trumpet with a heavy #25 bell. For a similar length of time, he played a Bach 5B mouthpiece. However, last summer he changed to a 3B, which he feels provides more depth to his tone.
label: RCA Victor. rec. in August 1999

Dave Douglas [tp]; Chris Speed [cl, t s]; Greg Tarby [cl, bass cl, t s]; Joshua Roseman [trb]; Uri Caine (см.) [p]; James Genus [b]; Joey Baron [d]. Producer – Dave Douglas.

Call Dave Douglas' private telephone line these days and the voice mail directs all music business inquiries to another num​ber. That’s a switch for the 38-year-old trum​peter/bandleader/composer, who up until this past year personally kept in motion the A-through-Z of his music career from his Brooklyn apartment. Now he has a management team try​ing to keep up with his schedule, which includes a mind-boggling array of tours, commissions and collaborations, so he can focus on his music.

Enlisting management support stood as one of many highlights in Douglas' 1999-2000 career season. He also signed his inaugural major record label deal (a four-CD contract with RCA Victor), performed his first week as leader at the Village Vanguard, and wrote commissioned pieces for both the San Francisco Jazz Festival and the Trisha Brown Dance Company.

To add to his yearbook accolades, Douglas pulls off a rare triple crown in Down Beat's 48th Annual Critics Poll, scoring Artist of the Year, Trumpeter of the Year and Jazz Album of the Year (his RCA Victor debut, Soul On Soul, featuring his sextet). He also shared a victory as TDWR Composer of the Year with Anthony Wilson.

His reaction to the awards rings with a philo​sophical tenor. "I found out about this while I was on the road in Europe," he says. "Of course I was happy. Surprised? Yes, but also flattered and honored. This is very prestigious." He pauses and then widens the scope of the significance. “This is larger than just my victory. I hope it will help any​one doing something different in music, that it will be easier for artists on the fringes of the genre to be encouraged. Sure, it's a vote for me, but it's also a vindication of the view that the music will expand and broaden. There are many musicians who feel the need to define jazz so as to control it. But winning these awards signals that there are too many musicians exploring new path​ways to let that happen.”

Although he calls himself a "stealth candidate" to win an award like Jazz Artist of the Year, Douglas has not scaled the heights overnight. Down Beat critics have been following the steady trajectory of his career, awarding him Talent Deserving Wider Recognition as Artist of the Year in 1998 and 1999. Yet the trum​peter notes, "A lot of people aren't aware that I've been playing professionally for 15 years, that I've recorded 15 albums and that I've played more than 100 gigs a year for the past 10 years. I've been out there doing my job. I couldn't have worked any harder."

As for being voted the top trumpeter of the year, Douglas shrugs and says this year the award goes to him, the next year to another equally deserving horn blow​er. He singles out Enrico Rava and Tomasz Stanko, and praises Roy Hargrove and Terence Blanchard.

A native of the metropolitan New York area, Douglas grew up playing the piano and trombone before picking up the trumpet at age 9. He gravitat​ed toward jazz in high school, learn​ing harmony and gaining improvisational skills while an exchange student in Barcelona. He moved to Boston in 1981 and studied at both the Berklee College of Music and the New England Conservatory. He returned to New York in 1984 to continue his studies at New York University, but it wasn't long before he was performing locally as well as tour​ing in supporting roles with Horace Silver, Jack McDuff and Vincent Herring.

Douglas made his recording debut as a leader in 1993 with Parallel Worlds on Soul Note, and for the rest of the decade, recorded several albums for a long list of indies such as Arabesque, Avant, DIW, hatART, New World, Songlines and Winter & Winter. Those CDs showcased an imaginative—and prolific—artist at ease with ranging across stylistic bound​aries—in the process expanding the lan​guage of jazz compositionally to facilitate, in his words, "the bringing together of parallel worlds."

Douglas prides himself in discovering connections between seemingly disparate idioms as a means of further discovering his own voice. He organically melds swinging straightahead jazz with the calm of classical chamber, the clash of avant-garde improvisation, the bounce of sprightly orchestral film music, the bolt of highly charged pop-rock and the color​ful textures of ethnic music, including Hungarian and Indian.

Indeed, what's remarkable about Douglas is how many groups (eight dif​ferent working ensembles) he has formed to give voice to his music. A sam​pling: his standard quartet and sextet bands, his chamber-jazz String Group (with violin, cello and bass), the jazz-Balkan-improv group Tmy Bell Trio (gui​tar and drums), his electric Sanctuary octet (including two samplers) and his sublime quartet Charms of the Night Sky (accordion, violin, acoustic bass).

While setting up Davedouglas.com, he took a step back and discovered for himself how expansive his musical point of view is. "I realized how many differ​ent directions I was going in with my music," says Douglas, whose goal with the site is to correct the inaccuracies on his life and music that are out there in the mix. "I thought, ‘Wow, how am I jug​gling all this?’"

Why does he employ so many bands to explore so much different territory? "I get asked this a lot and I don't have a very good reason," Douglas admits. '"With creative music, if you start asking a lot of questions about why you do things, the inspiration dies. Let's just say the music is always there, always pre​sent I hear music in a different way for each ensemble."

In conversation, Douglas is relaxed, articulate and earnest about his work. However, in his music the trumpeter expresses a fuller—and at times unruly— range of emotion. He blows with a solemn and melancholic voice, yet also quickens to climactic exhilarations, blast​ing outside the lines with serrated fervor. He can get gleeful and even goofy.

"Oh, yeah, I like keeping a sense of humor in my music, though I don't think about it too much," says Douglas, who's drawn to the levity in Russian classical composer Alfred Schnittke's works and even finds a lighthearted quality in Cannonball Adderley's smile-inducing saxophone solos on Miles Davis' Kind Of Blue. "Contemporary music can be so dreadfully serious. But when we play, we try to have fun and if people in the audi​ence laugh that's great. I'm not talking about over-the-top slapstick comedy, but subtle humor."

When Douglas signed on with RCA Victor, it freed him up to think differently about recording. "It allowed me more time to think about the projects and the production details became easier," he says. "Plus, BMG has distribution all over the world, which means if I'm on tour in Europe the album is available there. And you can get it throughout the U.S. As much as I love independent labels and benefited from working with them, they don't have the resources to provide strong distribution. And that's a very important and basic thing for this music."

Douglas has been able to chart his own recording course, noting that the decision makers at RCA "stridently expressed their wish for me to continue doing what I'd been doing." Like all his previous releas​es, Douglas self-produced the ebullient and lyrically elegant Soul On Soul, which pays homage to pianist/composer Mary Lou Williams. "I spent two years coming up with the blueprint for this album," he says. "I had not heard much of Mary Lou's music before I got the Smithsonian Folkways reissues of Zodiac Suite and Zoning. Her music was so unique. Purely, as a musician, I wanted to play it."

Douglas tracked down every album still in print that Williams recorded and studied her music, finding along the way that she was a major influence on Monk, Bud Powell and Herbie Nichols, and that music from throughout her career had contemporary relevance. "I got into the feel and sound of Mary Lou's music on a very intimate level," he says. "It filtered into my consciousness. For six months I wondered if it was my place to add to her incredible legacy. But I decided to draw attention to this music that had sadly been overlooked while at the same time provide a focusing element for mak​ing music with my sextet."

On Soul On Soul, Douglas plays Williams and himself—a mix of her numbers and originals inspired by her. "As a composer, paying homage means more than cover​ing someone else's tunes," he says.

Celebrating musicians in their own compositions has been a hallmark of his career, beginning with his 1995 album, In Our Lifetime (New World), dedicated to trumpeter Booker Little. Other similarly intentioned projects include the 1997 Wayne Shorter tribute, Stargazer (Arabesque), and 1998's Joni Mitchell-inspired Moving Portrait (DIW). "I'm a trumpeter and a composer," Douglas says. "I write my own music, so why shouldn't I include my own compositions that honor someone like a Mary Lou Williams whose influence has been per​vasive? If you slavishly pay tribute to the past, you lose out on what's here now."

Last fall, in much the same spirit, Douglas and his quartet performed a memorable one-night session with Dutch pianist Misha Mengelberg at New York's Makor. The trumpeter pre​pared for the gig by immersing himself in Mengelberg compositions, some written dozens of years ago. He then pieced together a scintillating program that was varied—from free ranging numbers to a lyrical piece with a slight​ly off-kilter New Orleans feel—and improvisationally charged.

"It wouldn't have made sense to me to play with Misha without preparation," Douglas explains. "Otherwise, you can end up with complete chaos. He's writ​ten a lot of classic compositions, some of which I committed myself to perform. That meant I had to learn the tunes and teach them to my band. It was funny because at one point during the show Misha said, 'Hey, I wrote that in 1959,' and then joined in. For me, that's the joy of performing."

In fact, the collaboration was so suc​cessful Douglas will reunite with Mengelberg, drummer Han Bennink and bassist Brad Jones for a week in September at the Iridium in New York. They'll record soon after.

It's early May at the Alice Theater in Chelsea, and the Trisha Brown Dance Company is performing a premier called "Rapture To Leon James," a work inspired by the jitterbug dance star of the Lindy Hoppers in Harlem dur​ing the 1920s. Douglas wrote the score, and he and his quartet (tenor saxophon​ist Greg Tardy, bassist Greg Cohen and drummer/percussionist Susie Ibarra) are in the pit performing it live while the dancers soar with angular swing. Douglas' music is jazzy in the classic sense, yet also rousing in an edgy way and at one stretch abstract with fractured improvisation.

"I love writing for dance. I get musical ideas right away from watching dance," says Douglas, who was commissioned by Brown for a trilogy of pieces, includ​ing a Charms of the Night Sky work that will appear on Douglas' sophomore RCA CD, Five Part Weather Invention, slated for release in October. "It's one of the highest forms of collaboration. Sometimes [Trisha's] ahead with the movement and sometimes I'm ahead with the music. There's give-and-take, with Trisha perhaps changing things based on my musical ideas or me shap​ing the music to fit with her choreogra​phy. Sometimes I’ll present something to her and she ends up taking it on a left turn, showing me my musical idea from a different perspective."

That illustrates a theme in Douglas' approach to music: Stay fresh and open for new possibilities. He maintains that what's most important for him is to "keep doing what I do, work hard and make music." Simple and pure, he stresses. Yet he also wonders if, with this past year's successes, he'll lose his status as an outsider who came up through tiny venues and recorded for micro-labels. "I know I'm running the risk of having some of my fans say, 'Oh, he's no longer alternative,'" Douglas says. "But jazz is still the real alternative music anyway."

Douglas is well aware that the awards have come from jazz's critical communi​ty, a select few listeners who are well-versed in the tradition and appreciate his contribution to the advancement of the music. "My records aren't going to sell millions of copies," he says. "I don't have any illusions that my music is meant for mass consumption. I assume a lot of intelligence from my listeners. I'll never change that by dumbing the music down. I'm insulted when I hear musi​cians doing that—making attempts to appeal to a certain audience to sell more records. Genuine music turns me on. It doesn't matter what style—'20s jazz, retro, rock & roll, country or Latvian cir​cle dancing—if it's about humans com​municating on an honest level."

And that's the bottom line: capturing the essence of human emotion in the performance. "It's all about what's under the surface that's so deep that it can't be described or explained in words," Douglas says. "That's why we listen to Kind Of Blue thousands of times and never get enough. We keep listening to try to figure out the sense of how all those eighth and quarter notes fit together. That's why my goal is to make records that can be listened to many times. They're not one-time affairs. Each time you listen, you can hear different things, the subtleties of musicians communicating."

While this past year has been a ban​ner one for him, this is no easy run for Douglas. "It takes guts to play music and try to make a living at it," he says sober​ly, yet defiantly. "Making music is a major act of subversion, a major act of resistance. The way I look at it, just being any kind of artist in this society is already heroic." 

--- By Dan Ouellette, Down Beat

	Dave  DOUGLAS
	Witness
	2001
	66:54
	label: BMG (New York)

Dave Douglas: trumpet, processed trumpet, AM radio. 

Chris Speed: clarinet, tenor saxophone. 

Joe Daley: tuba. 

Mark Feldman: violin. 

Erik Friedlander (см.): cello. 

Drew Gress: bass. 

Bryan Carrott: vibraphone, marimba, glockenspiel. 

Michael Sarin: drums. 

Ikue Mori (см.): electronic percussion. 

Joshua Roseman: trombone (on Ruckus, Sozaboy, Mahfouz, and Woman at Point Zero). 

Yuka Honda: sampler (on Ruckus and Mahfouz). 
Tom Waits (см.): voice (on Mahfouz) 
All compositions by Dave Douglas.

"…Maintaining a state of constant alertness, of a perpetual willingness not to let half-truths or received ideas steer one along." --- Edward said.

FROM Zaabalawi BY NAGUIB MAHFOUZ

I had a beautiful dream the likes of which I had never experienced. I dreamed that I was in an immense garden surrounded on all sides by luxuriant trees, and the sky was nothing but stars seen between the entwined branches, all enfolded in an atmosphere like that of sunset or a sky overcast with cloud. I was lying on a small hammock of jasmine petals, more of which fell upon me like rain, while the lucent spray of a fountain unceasingly sprinkled the crown of my head and my temples. I was in a state of deep contentedness, of ecstatic serenity. An orchestra of warbling and cooing played in my ear. There was an extraordinary sense of harmony between me and my inner self, and between the two of us and the world, everything being in its rightful place, without discord or distortion. In the whole world there was no single reason for speech or movement, for the universe moved in a rapture of ecstasy. This lasted but a short while. When I opened my eyes, consciousness struck at me like a policeman's fist... Only a few drowsy customers were left in the bar.

This whole thing began on an Italian train near the Yugoslavian border. I was reading a fairly boring news​paper article on the rising stock of American weapons makers during the NATO assault on Yugoslavia. Not far away, half a million people were camped in a muddy field without much hope of escaping, or of going home. As usual, some people were making a huge profit. The idea made me angrier with each day of that "war." I felt so lucky and privileged not to be out there in the muddy field—to be making music every night for an attentive audience. But the shock of what was going on made it hard to separate what we were doing from the horrible and persistent abuse of money and power that is at the root of these situations. Profit dictates our decisions on a global scale. Most of us know this should not be happening. And yet the debates we are offered are where we should store our nuclear waste, when we should stop heating the earth's atmosphere, what kind of missiles we would like to have pointed at us from space, and who should benefit from lengthy incarceration and even death at the hands of the state. Rampant poverty and boundless riches co-exist as the norm.

How do you protest a system that co-opts and marginalizes almost every unique and original thought that confronts it? And how do you stay silent?

This is a positive response that celebrates artists and activists who have persisted in making direct nonviolent statements—often in the face of vio​lence and at great personal risk. Each piece is ded​icated to those who have creatively challenged authority, sometimes endangering their own lives, but inspiring the rest of us to resist. I see it as proof that we can protest the senselessness with grace and courage—without losing our humanity, our personality, our sense of humor. It is up to all of us to watch what is being done in our name and with our money. I believe that aware​ness is one key to escaping from the madness.

Witness is my largest ensemble recording to date, but this is truly small ensemble music, mainly because there is no conductor. Everyone has to understand the overall arc of the piece, the relative time dimensions of the form, and the larger reason for each of the notes they play. Clearly this takes a special group of players, and the musicians here are among the very best at this interplay. By listening and reacting on such a high level, each of these musicians played an integral part in helping me to develop this music.
This was one of the most enjoyable and intensely challenging recording sessions I have ever experienced. The unusually high number of first takes here is a testament to the concentration and dedication everyone brought to the studio. Joe Ferla also gave generously of his time and creative ingenuity in figuring out how best to get it all on tape. Every step along the path to making this CD was an engaging, engrossing and illuminating pleasure. Enjoy this purely as music. Or find out more about these inspirations and dig into them.
Ruckus was written in appreciation of The Ruckus Society, trainers of direct action protesters, and director John Sellers.
Witness was composed for Edward W. Said. His book, Representations of the Intellectual, was a guiding light for my work on this project.
One More News is the title of a dance by Chandralekha about tragedy fatigue. I was inspired by the story of her energetic life as told by Rustom Bharucha in the book Chandralekha: Dance, Woman, Resistance.
Woman at Point Zero is the title of a chilling novel by Egyptian doctor, writer, and feminist Nawal El Saadawi, whose work I first encountered in 1986 and have followed ever since. 

Kidnapping Kissinger is dedicated to Eqbal Ahmad. A Pakistani activist with a sharp sense of humor, he was picked up by the FBI for "conspiring" (over a few drinks) to abduct the U.S. Secretary of State at the height of the Vietnam War. He underwent a lengthy trial worthy of Kafka and was ultimately acquitted of treason. He was soon back out on the streets protesting. 

Naguib Mahfouz is an author whose works have inspired me on so many levels. Coming out of Rumi, Balzac, Dickens, Proust, Camus and others, his appeal to social justice, class equality, and women's rights never interferes with the sublime depth of his art. This piece is a meditation on his writings that captures the atmosphere, the intellectual curiosity, and sometimes the story lines of his writings.
Episode for Taslima Nasrin was written in reaction to this poet's exile from Bangladesh. When you read her work the absurdity of this simple and sad story becomes even clearer. 

Child of All Nations is the name of a novel by Indonesian author Pramoedya Ananta Toer. Part of the Buru Quartet, these stories were created and recited aloud for his fellow prisoners in exile on the island prison of Buru. It was only years later that he was given pen and paper to write them down. The Quartet was inspired by the life of Tirto Adi Suryo, Indonesian journalist and activist. Many of Pram's books are still banned in Indonesia. 

Sozaboy is an elegy for Ken Saro-Wiwa, writer and activist executed in Nigeria for protesting all too effectively the abuse of his Ogoni homeland. Ken's work focused international attention on the complicity of the Nigerian government and multinational oil companies in the rape of a land and its people, a situation that continues today.

	Dave  DOUGLAS
	Dave Douglas' Tini Bell Trio:

"Constellations"
	2002
	58:55
	label: Hat Hut, 2002 – 2nd Edition of 3000 CDs

rec. 1995

Dave Douglas [tp]; Brad Shepik (см.) [g]; Jim Black (см.) [d].

Constellations is a new set of songs written and arranged for the trio. It was recorded in mid tour, and so has a different, perhaps more live, character. Many thanks go to Brad and Jim for their dedication and commitment to the music. They are two of the finest listeners around, and in our three years as a trio, we've developed split-second reaction times and true fluidity between roles of soloist and a accompanist. The main thing is that we've integrated our own sound into the many materials presented.

-- Dave Douglas

	Dave  DOUGLAS
	The Infinite
	2002
	54:18
	label: RCA

rec. 2001

Dave Douglas [tp]; Chris Potter [t s, bass cl]; Uri Caine (см.) [Fender Rhodes]; James Genus [b]; Clarence Penn [d]; Joe Ferla [engineer]; (+ #7 composed and performed by Bjork)

Trumpeter Dave Douglas is in a Miles Davis mood on The Infinite, the first album by his New Quintet. And Douglas seems to have settled on a particularly appropriate phase of Davis' recorded legacy for inspiration: the era marked by a departure from post-bop and entrance into fusion, circa 1968 and 1969. In particular, The Infinite recalls 1968's Miles in the Sky and Filles de Kilimanjaro, which introduced electric keyboards into the sound of Davis' second classic quintet. These two Davis LPs are apt touchstones for Douglas because they, like much of his own recorded output, represent the exciting potential of something new under the jazz sun, a break from the past, the crossing of boundaries, and the discovery of new hybrid forms. Two of the most memorable Davis-influenced pieces, the title track and "Deluge," feature assertive, angular phrasing from Douglas and tenor saxophonist Chris Potter in the thematic passages, which contrast effectively with ethereal comping from Uri Caine on Fender Rhodes and bassist James Genus' insistent pulse. As usual, Douglas gets tremendous performances from his bandmates, who navigate his charts with grace, feeling, and the sensitivity to not overwhelm the material. Drummer Clarence Penn (unlike the others appearing for the first time on a Douglas CD) deserves mention for his mastery of shifting dynamics, sometimes suggesting the oxymoronic concept of a subtle thrashing. Meanwhile, the leader's trumpet seems to get stronger with every outing; Douglas' tone is warm and full on the ballads and his control impeccable on the up-tempo numbers, as his lines gather energy and explode into glissing upper-register squeals. Yet The Infinite maintains a certain understated quality that brings the listener back to that Miles Davis vibe from the end of the '60s. It would be inaccurate to suggest that Douglas is in copycat mode, however; his own personality remains strong, certainly in his own playing but also in his writing and arranging, which can be ingeniously deceptive by masking compositional density with a floating, airy quality. The nine-plus-minute "Penelope," for example, moves through various scored and improvised passages like some of Douglas' more ambitious String Group or Sextet works, while also suggesting the dreamlike qualities of Davis' In a Silent Way album from 1969. Despite all its strengths, there is a slight air of calculation on The Infinite: By also covering tunes by Rufus Wainwright, Mary J. Blige, and Björk instead of the jazz icons to whom the trumpeter more often pays homage, Douglas seems to be aiming at a pop/rock audience and invites comparison to an entirely different Miles Davis period — the 1980s, when Davis covered Cyndi Lauper's "Time After Time." Yet on Wainwright's "Poses" and Björk's "Unison" (both featuring some lovely bass clarinet counterpoint from Potter), Douglas finds avenues for some of his most lyrical playing and arranging on the disc. Overall, The Infinite is a strong debut release from Douglas' New Quintet. Those with tastes tending toward post-bop and pre-fusion jazz should find much to like here, with the album perhaps serving as an entry point to the trumpeter's more chance-taking endeavors.

1. Poses - Wainwright 

2. The Infinite - Douglas 

3. Penelope - Douglas 

4. Crazy Games - Blige, Dickerson 

5. Waverly - Douglas 

6. Yorke - Douglas 

7. Unison – Bjork

8. Deluge - Douglas

9. Argo - Douglas

	Dave  DOUGLAS
	Freak In
	2003
	65:07
	label: RCA Victor / Blue Bird

rec. 2002

Traveler! There is no road. A road is made by walking.

All tracks composed and produced by Dave Douglas.

Dave Douglas [tp, k, v]; Jamie Saft (см. в 'Alternative') [k]; Marc Ribot (см.) [el g]; Ikue Mori (см. в 'Alternative') [el perc]; Craig Taborn [Fender Rhodes]; Chris Speed [s, cl]; Seamus Blake [s]; Romero  Lubambo [ac g]; Brad Jones [Ampeg Baby bass, ac b]; Karsh Kale  [tabla, perc]; Joey Baron (см.) / Michael Sarin [d].

Dave Douglas mixes jazz and electronics on 2003's Freak In, but no one need worry that he has ventured into the world of rigid, synthetic beats and machine-precise loops. The music here is far more organic than robotic, despite the nearly constant presence of electronic effects; an undercurrent of burbling, sparkling, buzzing, and sometimes spacy sounds that occasionally swoosh forward in the mix to challenge the more conventional sonics of trumpet, sax, guitar, keyboards, bass, and drums/percussion. The album opens strongly with its title track, featuring a punchy and memorable theme, tabla-driven vamp, and hyper-swinging episodes, peppered throughout with fiery solos and wild effects. "Eastern Parkway" and "Traveler There Is No Road" are two more hot-wired numbers, the former with an insistent rhythm and rockish chords churning away beneath Douglas' energized lines, unleashed in a flurry and then puncturing the air with a pair of emphatic stabs; the latter alternates between sometimes lyrical, sometimes playful interaction and a full-on fusion theme suggesting Weather Report updated for the 21st century. There are moments of understated beauty as well, such as the evocative "November," with its lovely melody, balladic tempo, and swelling synth strings that could've been a tad syrupy in someone else's hands. A number of Freak In's musicians are veterans of other Douglas projects and all are strong performers, yet the album is less a "band" effort than the trumpeter's previous efforts. Rather, computer-based manipulations shaped the sound of Freak In (with able assistance from associate producer Jamie Saft), enabling Douglas to vary the sound palette from piece to piece more than if one of his ongoing groups had set up in the studio and recorded an entire CD's worth of material live. As both player and sole composer, Douglas stands as the unifying force, free to approach the full possibilities of each tune individually, but not at the expense of the overall album's coherence. Quite literally crackling with energy and dense with ideas from the first to the hidden 12th track, Freak In is one of the strongest CDs of his extraordinary career.

-- Dave Lynch

Freak In 

Culver City Park 

Black Rock Park 

Hot Club of 13th Street 

Eastern Parkway 

November 

Porto Alegre 

The Great Schism 

Wild Blue 

Maya 

Traveler There Is No Road 

The Mystic Lamb

all tracks composed by Dave Douglas

	Dave  DOUGLAS
	Strange Liberation
	2004
	57:49
	label: RCA

Dave Douglas [tp]; Bill Frisell (см.) [g]; Chris Potter [t s, bass cl]; Uri Caine (см.) [fender rhodes]; James Genus [ac/el b]; Clarence Penn [d, perc].

On Strange Liberation — a play on a phrase of Martin Luther King's; he once said that the Vietnamese must have seen Americans as "strange liberators" — trumpeter and composer Dave Douglas expands his quintet to realize a long-held ambition: to have guitarist Bill Frisell in the ranks of his group. Douglas has once again stepped back from the precipice of his intense gaze at the musical landscape of American culture and turned his focus directly and intensely toward jazz for this set. Along with Frisell, pianist Uri Caine, saxophonist Chris Potter, bassist James Genus, and drummer Clarence Penn join Douglas for an electric jazz outing that falls far outside the purview of "fusion." Douglas has obviously composed these works with Frisell in mind, and this is his most saturated jazz date in some time. His playing here is front-line and full of his trademark counterpoint and atmospheric fills, as Douglas engages both the pastoral nature and the complexity of his harmonic view, making Caine a conflating bridge between the horns, guitar, and rhythm section. The album starts with a sparse melodic figure that borders on modalism in "A Single Sky," Frisell's microphonics holding the edges of the piece in check as Douglas and Potter weave through Caine's beautiful chord voicings in a minor progression. The title track uses a blues framework that allows Caine to play a skeletal funk vamp on his Rhodes in order to bring Douglas and Potter into the fore as Frisell paints the backdrop deep blue until it's his turn to solo. There are silences in the margins and they are used as an improvisational device, imposing themselves from outside on the players. 

"Frisell's Dream" and "Mountains from the Train" could have been on one of Frisell's own recordings. The latter is a mellow, pastoral soundscape with guitars played backwards and forwards and harmonics floating freely in the solo spaces that surround the melody — a languid and unhurried line full of color, space, and texture played by the horns. Frisell's melodicism is played inversely here, and Caine fills in the dots. On "Frisell's Dream," an elegant jazz classicism is evoked in the head where blues, swing, and Aaron Copland's wit are on display in a knotty little melodic figure that gives way to an open-chorded Americana that is now Frisell's signature. And on "The Jones," the funky mischief of Thelonious Monk is touched upon in the melody as Caine muscles up the middle and punches through Douglas' lines as Penn's rim shots accent the edges of the time signature. Potter too climbs aboard the melody and Frisell once again becomes the guitarist as impressionist painter before Caine deftly wraps a knockout heavily arpeggiated solo through the entire proceeding and changes the pace. Strange Liberation is a laid-back record in terms of its dynamics, but in its imagination and depth it is one of the high marks of Douglas' thus far prolific career. Compositionally it is head and shoulders above most of the stuff out there, and in terms of the taste in its performance and elocution it is virtually untouchable.
"In 1987, I asked Bill Frisell to join me for a recording date in New York. Unfortunately (for me), he was already too busy to be playing with someone who didn't actually have a record deal—or even any real gigs to speak of. In 1987, I was a recent graduate of N.Y.U., and I had just left Horace Silver's group. Hearing the way Bill and his band were playing was a revelation to me.
Bill is one of the truly great American composers and musicians, emerging from a tradition of those like Charles Ives, Aaron Copland, Thelonious Monk, and Julius Hemphill, whose work manifests the warmth and breadth of this country. The uniqueness of his guitar playing is well documented, while his willingness—even eagerness—to make music with any kind of musician is unparalleled, even in this age of collapsing genre boundaries. Over the years we crossed paths many times, but it was a special pleasure to finally share music written specifically for Bill as a guest with my quintet.
Strange Liberation: it's in the abandon of Chris Potter's solo on Seventeen, an intricately complex form to which he brings an awesome sense of freedom. It's in the aura that Clarence Penn creates on Just Say This, and his unstoppable momentum on Rock of Billy. Clarence brings a power and spontaneity that are uncategorizable, and only come from having found one's own way. It's in Uri Caine's mind-boggling solo on The Jones.
He shows a warmth throughout and an uncanny musical knack for being in the right place at the right time. And it's in the sound of James Genus. His unerring sense of when to hold it down and when to let it free facilitates the way we all play together.
It has been said that freedom without limitations is meaningless. This band explores the borders of freedom and bends the rules with a compelling logic and passion. What we play certainly refers back to the great traditions of jazz and American music, but it is expressed in a unique, personal language that develops over time. There is a sort of freedom in being unattached to any formula or dogma; to let each piece find its own rules. And there is certainly the possibility for failure in exploring new territory. It is strangely liberating to put myself in a new situation where I am forced to admit that I have never done this before, and, in some sense, have no idea what I am doing.
Skeeter-ism was inspired by the manic pianisms of my eight-year-old friend, Skeeter. When I tried to teach him Blue Monk, he came up with his own relentlessly percussive version, which forced me to retaliate with the present piece for him. Shards of the original harmony may be heard.
Several years ago, I had a dream I was listening to Bill's trio in concert. In the dream, they were playing a piece of music I didn't recognize, and I woke up and wrote enough of it down to later remember almost the whole thing. I thought it was one of his pieces, and to this day I have no idea where it all came from. I call it The Frisell Dream.
Just Say This is a melody that came to me while walking around lower Manhattan in September, 2001. It was hard to finish this piece, coming as it does with such a heavy burden of tragedy and suffering. For me, music was the only possible comment about such a horrible crime. In seeing the events and their aftermath, I dedicate this recording both to the New Yorkers who came through it and to those around the world who are suffering in the ongoing events.
In 1967, Dr. Martin Luther King gave a speech at Riverside Church entitled Beyond Vietnam, in which he remarked that, "They must see Americans as strange liberators." Dr. King spoke from a very different time, but there is an uncomfortable resemblance to current affairs. Whether you agree or disagree with the stated aims, our government's behavior around the world has caused serious rifts in international understanding and skewed our spending priorities without increasing our safety at home. "A time comes when silence is betrayal," King says, and adds that "we must speak with all the humility that is appropriate to our limited vision, but we must speak."
Music speaks. It speaks in its own language differently to each of us. I believe in music as a contribution to the discussion about who we are and where we are headed. This is not a 'political record,' but it comes with both a love for this country and an uneasy awareness of the current state of justice, fairness, and equality.
The unruly thing about music is that it demands its own meanings that are beyond any explanation. You might be able to decipher the nuts and bolts, but in the end, you can't unscramble the mystery of how music makes you feel.
That's why I don't usually write about my music. Words can so often obscure the feelings and the sense of music. Music is not an argument; it lives in its own universe and refuses to be pinned down.
For me, these many influences and realities are a part—a small part—of what goes into this music. The important thing is what happens when you put on the record and listen."
-- DAVE DOUGLAS

A Single Sky 

Strange Liberation 

Skeeter-Ism 

Just Say This 

Seventeen 

Mountains from the Train 

Rock of Billy 

The Frisell Dream 

Passing Through 

The Jones 

Catalyst

all tracks composed by Dave Douglas

	Dave  DOUGLAS
	DOUGLAS / SCLAVIS / LEE / VAN DER SCHYFF:

"Bow River Falls"
	2004
	58:32
	label: Koch

rec. 2003

Dave Douglas - trumpet

Louis Sclavis (см.) - clarinet, bass clarinet

Peggy Lee - cello

Dylan van der Schyff - drums, laptop

1. Blinks (Lacy)

2. Bow River Falls (Douglas)

3. Fete Forraine (Sclavis)

4. Window (Lee)

5. Maputo (Sclavis)

6. Petals (Douglas)

7. Retracing 2 (Lee)

8. Dernier Regards/Vol (Sclavis)

9. Woman at Point Zero (Douglas)

10. Dark Water (Douglas, Lee, Sclavis)

11. Paradox (Douglas)

So little can be said about music without trampling it underfoot. In music we escape the real world. For as long as the music lasts we live in the sound, in a world that has no physical existence. Conversely, music also brings us more into the world by pointing out the mysteries in life and human experience. Why are we here? What are our relationships to each other? How do we handle ourselves? What is universal truth? I feel that what can be said about music merely helps to put it in a context. Here is some information about the human side of this recording, and about how Bow River Falls came about.
This was a true meeting of musicians. First brought together as a quartet by Ken Pickering at the Vancouver Jazz Festival in 1998, each of us subsequently met up in various situations, none documented on record. Louis invited me a few times to join his remarkable quintet in France. Peggy and Dylan, central to the vital creative music scene in Vancouver, both joined a project that I call Mountain Passages. Our first gig involved a hike to 9,000 feet in the Italian Dolomites. Needless to say, there was no recording equipment available.
When pianist Kenny Werner offered me the job as director of the Banff Workshop in 2002, Peggy and Dylan were the first two musicians I called to join the faculty. It was amazing to spend a few weeks with them and their sons Curtis and Dexter in the dry mountain air of Banff National Park. With the generous help of the French consulate, we were also able to bring Louis to participate in the workshop.
One of the most unexpected surprises at Banff is the existence, within all that wild-ness (bears, elk, etc.), of a state of the art recording studio. With the assistance of Banff Audio Department, we took an afternoon to put this recording together.
It was agreed that all of us would contribute compositions and concep​tions, making the project truly a cooperative effort. Though we did rehearse, these readings of each other's pieces retain a comfortable, spon​taneous feeling. The instrumentation gave us an opportunity to add one of my favorite pieces by the great Steve Lacy, the catchy and infectious Blinks. Dylan's addition of laptop computer to his drum kit on several pieces seems to blend naturally with the acoustic instruments, while creating an otherworldly atmosphere on the title track, on Window, and elsewhere.
Some of these pieces appear elsewhere in our discographies — for me, that heightens the uniqueness of this meeting. From disparate parts of the globe, united in a remote location, for a few hours, the language of music overcomes all boundaries in communication.
Music speaks louder than words.

 -- DAVE DOUGLAS May 2004

Recorded during Dave Douglas' residence as director of the Banff International Workshop in Jazz and Creative Music in Banff, Alberta, Bow River Falls finds the trumpeter among an intimate small group of his faculty peers, including clarinetist Louis Sclavis, cellist Peggy Lee, and drummer/laptop musician Dylan van der Schyff. Clearly inspired by the epic natural beauty of Banff, Douglas and his fellow musicians create atmospheric and organic pieces that reference '60s free jazz and contemporary classical chamber music. While Douglas' burnished trumpet sigh is the focal point, this is truly a group effort that often calls to mind iconic efforts by Ornette Coleman and the Art Ensemble of Chicago. To these ends, cuts like "Dark Water" and the title track find Sclavis and Douglas utilizing their instruments in unconventional ways, summoning growls, bleeps, and pinched squelches. Similarly, Lee's cello fluctuates between darkly sonorous long tones and high-pitched whines. The laptop inclusions of van der Schyff were done live in the studio and have an organic quality, blending gurgling white noise, static, and other visceral found sounds with his sensitive percussion interplay. Bow River Falls is a highly rewarding listen and ranks with the best of Douglas' recordings.

	The  DRAMATICS
	A Dramatic Experience
	1973
	38:02
	funk
mastering: 1990

The Dramatics: Ron Banks, Larry ‘Squirrel’ Demps, Willie Ford, Lenny Mayes, L.J.Reynolds. (USA)

	Mark  DRESSER
	The Cabinet Of Dr. Caligari                (Music For The Silent Film By Mark Dresser)
	1994
	50:25
	Down Beat 48th Annual Critics Poll: Acoustic Bass Of The Year (2000)
Mark DRESSER -- см. тж. с: TAMBASTICS; Gerry HEMINGWAY; Greetje BIJMA; Laurie  ANDERSON; Peter  GORDON (в 'Alternative'); Tom CORA; Satoko FUJI; Sato  MICHIHIRO; Robert  DICK; Tim  BERNE;
label: Knitting Factory Works (NY, USA)

Mark Dresser [contrabass]; Dave Douglas (см.) [tp]; Denman Maroney (см. тж. с Tambastics) [prepared piano].

One of the world's greatest virtuoso bass players, Mark Dresser has worked with many of the greatest names in new music, including Anthony Davis, Diamanda Galas, Bob Ostertag and Anthony Braxton. A distinctive composer, he has created soundtracks for the Cabinet of Dr. Caligari and Bunuel's Un Chien Andalou, has been commissioned by the WDR Radio Orchestra in Cologne and the Banlieu Bleues Festival in Paris.

Mark Dresser was born in Los Angeles in 1952 and studied bass with classical maestro Bertram Turetzky as well as playing weekly jam sessions with Bobby Bradford. David Murray and James Newton. Later associates have included Ray Anderson, Diamanda Galas, Charles McPherson and John Zorn. He joined the Braxton quartet in the summer of 1985 -- the English trip was his first full tour with the group -- and has since been a regular member. He also plays in Tim Berne's groups and co-leads the string trio Arcado, which has three releases on the German JMT label. He and Gerry Hemingway are members of the quartet Tambastics, whose debut recording is on Music & Arts, and they both play on Marilyn Crispell's Leo CD, The Kitchen Concert.

«The challenge to me of writing music for this project was to create an original score that’s on the same level of complexity and feeling as the film. I found after many watchings of the film I could interpret the action in several ways which implied different approaches. A serious dramatic way which implied mercurial harmonies and cross phasing themes, a more direct humorous interpretation, and one that was about timbre transformation and improvisational development. Having known from the beginning, that my musicians were going to be pianist Denman Maroney and trumpeter Dave Douglas, my job was much easier. My intention was to write with their vocabularies in mind. Above all these musicians are great improvisers, and masters of their instruments. Denman Maroney has developed a complete and original approach to playing prepared piano in which he transforms melodic and harmonic ideas into pure timbre / rhythm and back. Dave Douglas is a trumpet virtuoso whose particular appreciation and understanding of the music of the period of Caligari both European and American gives the music the right kind of inflection and approach. I cannot thank them enough for their input.»   --  Mark Dresser.

  A long time member of the Anthony Braxton Quartet, Dresser has performed and recorded with Tim Berne, John Zorn, Dave Douglas, Fred Frith and Greetje Bijma. His ability on the bass is unparalled and he has been heralded as one of the master bassists of modern jazz.

	Mark  DRESSER
	Invocation
	1995
	46:50
	label: Knitting Factory (New York) http://www.knittingfactory.com/ 

Mark Dresser, leads his own trio, and quintet -- Force Green. The Arcado String Trio and Tambastics (см.) are two cooperative groups he has co-lead and recorded. He has made over 60 recordings. Among his long-time performing associations include Ray Anderson, Tim Berne, Anthony Braxton, Marilyn Crispell, Anthony Davis, Dave Douglas, Gerry Hemingway, and John Zorn.

Music for Contrabass.

in. vo. ca. tion (n) 1: SUPPLICATION; esp : a prayer at the beginnng of a service 2: a formula for conjuring: INCANTATION.

INVOCATION is an evolutionary document of my solo work on the contrabass beginning around 1980, up to and including 1995. This span of fifteen years, through rich collaboration with other artists, represents two distinct periods of solo exploration; the early 80's, while living in San Diego, and the early 90's while living in New York. The first period might be generalized as my attempt to explore the musical potential of the contra bass through a sonic microscope. Sounds, textures, and pitch areas, which under normal performing conditions were obscured, were carefully amplified. analyzed and transformed into musical structures. The later period might be framed in the context of nine years of active worldwide performing resulting in the music becoming more varied.

All of the recordings from 1983 were in collaboration with composer Lamont Wolfe. From thematic co-composition and tape manipulation on "Trenchant" to 'music concrete' constructions on "Trains," and artful editing decsisions on "Subtonium," his contribution is gratefully acknowledged. Master percussionist and composer, Gerry Hemingway arranged his "Threnody for Charles Mingus" for eight basses in 1981, which were multi-tracked recorded. Special thanks to Dick Lucas and Jon Rosenberg, and Georg Graewe.

There are musical events that change one's life. There are two musicians in particular whose life work has acted as a lightning rod to affirm and nuture my own musical life force. To these two maestros I dedicate this music: Bertam Turetzky and Anthony Braxton.

1. Trenchant

2. Threnody for Charles Mingus

3. Subtonium

4. Invocation

5. Trains

6. Threaded

7. Polystop for Multiple Solo Bass

	Mark  DRESSER
	Force Green
	1995 
	59:02
	label: Soul Note

Theo Bleckmann [v]; Dave Douglas [tp]; Denman Maroney [p]; Mark Dresser [b]; Phil Haynes [d].

All compositions by Mark Dresser.

  Bassists have it tough in jazz. In theory, the music represents democracy in action: its dialogic exchanges are, after all, a critical vehicle for its improvisational creations. Yet in practice, in jazz as in the rest of America, democracy’s sway is less than total. Especially in the mainstream, the gap between the front line, whose horns and strings take the solos that get the applause, and the back line, whose rhythmic and harmonic support makes it all possible and whose solos inevitably set off a ripple off yawns and chatter in any club, still seems vast, insurmountable, ineradicable. Think how many bass player/ bandleader types you can name, and you’re virtually down to the fingers of one hand, dominated by Charles Mingus. Big as he was and his music still is, Mingus alone is not exactly a huge claim for jazz bassists after a century brimming with so much talent. [...] An LA player before he hit New York – again, like Mingus – Dresser has done probing work with key figures on both coasts: the late John Carter, Bobby Bradford, Arthur Blythe, James Newton, David Murray, Anthony Braxton, Ray Anderson, John Zorn, and Tim Berne. That’s taught him how to stay on his musical toes, has opened perceptual doors that allow, or impel, him to try to create new bridges between vocabularies and styles. At the same time, in that magical process of self-discovery crucial to art, he’s also been creating his own voice. Hence ‘Force Green’, which is one document of that process. Dresser’s compositions are strong and coherent musical statements riding an emotional gust of sprung rhythms and polyphony – shades of Mingus yet again. And there’s the ‘Cageian’ notion jazz has played with since its beginnings, from the gutbucked smears of Cootie Williams and Tricky Sam Nanton through Sun Ra and the AACM: music isn’t just notes, but any sound or silence that fits. As the late Julius Hemphill was fond of observing, «I like making things. Noise is one of them.» So it happens that Dresser’s classical background leads him to create structures that are durable but not proscriptive; his jazz background lets him open the forms up to the marvels of improvisation. A top bassist who shall remain nameless once said to me, «The advantage to being a bassist – or to being in the rhythm section, really – is that you can get steady work without being a leader. It can be a growing experience to play with so many different kinds of people, to learn their music and the way their minds work. The disadvantage is that, no matter what you learn, the odds are against you, as a bassist, getting the chance to document what you’ve synthesized from all that experience.» The good news is that Mark Dresser is getting the chance. That way, we all win.

   Mark Dresser: «There is a great tradition in music and jazz, in particular, that composers create for specific performers in mind. This quintet follows that model. I didn’t decide that the group should include piano, voice, trumpet, percussion, and bass. I had a hunch that these five individual musical personalities would not only compliment each other within the context of my music but that the collective chemistry of these musicians would transcend the compositions and suggest something greater than the sum of the parts. It cannot be overstated how much each individual contributed to this project. Prior to the first group rehearsal I played duets with each member, improvising, taping, and asking questions in the pursuit of learning about their special vocabularies. After learning descriptive words to explain complex timbres, I often decided to let the musicians make the choices themselves of which colors to use in the music. In the three years of sporadic performances, ‘my’ music evolved into ‘our’ music which was always the intention and for that I am grateful. [...]»

	Mark  DRESSER
	Banquet
	1997
	38:54
	label: Tzadik

#1 – 4: Banquet. Mark Dresser [contrabass]; Matthias Ziegler [contrabass&bass&alto&soprano fl, piccolo with Matusi membrane head joint]; Mark Feldman [vln]; Sarah Parkins [vln]; Ron Lawrence [viola]; Erik Friedlander (см.) [cello].

#5: Loss of the Innocents. Chris Speed [cl]; Erik Friedlander [cello]; Marcus Rojas [tuba].

http://www.tzadik.com/CDSec...rchivalSeries/banquet.html 

One of the world's greatest virtuoso bass players, and a distinctive composer, this CD features two of Mark Dresser's most important recent works.

Banquet, a double concerto for flute, bass, and string quartet, featuring the Swiss flute virtuoso Matthias Ziegler, is an exciting work exploring extended instrumental techniques.

Loss of the Innocents, written for the unusual combination of tuba, cello, and clarinet, is a kaddish for the victims of TWA Flight 800 -- a lyrical coda to this bril​liant first collection of Mark Dresser's cham​ber compositions.

“This CD features two of Mark's most important recent works. Banquet is a double concerto for flute, bass and string quartet, featuring the Swiss flute virtuoso Matthias Ziegler and Mr. Dresser himself. Twisting timbres, jagged melodies and driving rhythms combine in this exciting work exploring extended instrumental techniques. Loss of the Innocents, written for the unusual combination of tuba, cello and clarinet, is a piece of haunting beauty. A kaddish for the victims of the TWA Flight 800, this poignant and lyrical memorial to two members of the Wayne Shorter family is a fitting coda to this brilliant collection of Mark Dresser's chamber compositions.”

Since 1972, Mark Dresser has been composing and performing solo contrabass and ensemble music in venues throughout North America, Europe and Asia. A member of the Anthony Braxton Quartet for nine years Dresser has recorded over seventy recordings with luminaries of jazz, improvised music, and composition including Ray Anderson, Tim Berne,  Marilyn Crispell, Anthony Davis, Dave Douglas, Fred Frith, Gerry Hemingway, Ikue Mori, Bob Ostertag and John Zorn.

“Banquet, commissioned and written for Swiss flute virtuoso Matthias Ziegler, is a double concerto for various flutes, contrabass, and string quartet. I wanted to bring Mr. Ziegler's personal musical language on his arsenal of electro-acoustic flutes (contrabass, bass, alto, soprano, and piccolo) to the realm of the string quartet. This piece is very much a collaborative effort. Each movement focuses on a different profile of a single flute or pair of flutes. My overall interest was to develop a work that explored me transformation of timbre, melody, harmony and rhythm while being idiomatic to the extended flute and string vocabularies.

The first movement features amplified bass flute. The colors of the bass flute and string bass are shown in a rubato call and response form. Eventually, a bass flute and string bass unison melody over a harmonic counterpoint pad evolves into a continuous descending glissando bass line over changing harmony. A solo bass cadenza grows into a combined group transformation of timbre and rhythm. The second movement begins with a four part chorale played by the amplified con​trabass flute (singing and playing two parts) while the string bass plays two parts using double stop voice leading. A melody, played by the string quartet over the chorale is interrupted by a rhythmic contrabass flute cadenza (a la drum choir). The cadenza continues throughout an elon​gated harmonic sequence of changing string quartet colors and articulations. The third movement played on both bass and alto flute features melodic and rhythmic interplay. Phasing polymetric ostinatos serve as a spring board for improvised bass and bass flute duets. The final movement places the string quartet in primary focus. This crossfades into a brilliant improvised flute caden​za by Mr. Ziegler leading into the final theme, based on a polytempo blues form. An improvised bass solo sets up the transition into the final melodic variation played on piccolo. An interweaving of counter melodies from the preceding movement uncorks this finale.

Though an unlikely combination, I had a hunch that tuba, clarinet, and cello would work as a viable instrumental combination in Loss of the Innocents. All three instruments possess rich transient areas, beautiful melodic potential, and visceral powers of extreme range. I was able to work closely with three virtuoso musicians, Marcus Rojas, Erik Friedlander, and Chris Speed who not only understood the written instrumental demands but could also add an improvisational finesse that the coda, rotated in gestural terms, required.

Loss of the Innocents for tuba, cello, and clarinet is a Kaddish for the victims of TWA Flight 800. I was saddened to learn that two members of Wayne Shorter's family were on that flight. Like many musicians, I have been struck by the haunting beauty of the poignant composition that he wrote for his wife, Ana Maria. The feeling of the melody of Ana Maria, informed by the emotion of the tragedy catalyzed my piece.” – M. D.

	Mark  DRESSER
	Eye'll Be Seeing You
	1998
	47:59
	label: Knitting Factory

Mark Dresser [b]; Chris Speed [t s, cl]; Anthony Coleman (см.) [p, organ].

	Mark  DRESSER
	Marinade
	
	72:52
	free impro

label: Tzadik 

Mark Dresser: contrabass

Mary Rowell: violin

Denman Maroney: piano

David Leclair: tuba

Regula Schneider: clarinet

Skuli Sverrisson: 5 string el bass

Matthias Ziegler: contrabass flute

Marcus Weiss: alto sax

Stefania Verita: cello

Michael Sarin: drums

Gerry Hemingway (см.): drums and steel drums

1. Ricochet

2. Air to Mir

3. Bundy

4. Spin X

5. One for BT

6. Althaus

7. Frammus

8. Maronade

9. Subtonium X

	Mark  DRESSER
	Later…
	2000
	41:43
	label: Victo  www.victo.qc.ca
Mark DRESSER: contrebasse

Fred FRITH (см.): guitare, guitare de table, violon, piano, orgue

Ikue MORI (см.): percussion elecronique

Enregistre au Studio Mobius de San Francisco les 26 et 27 avril 1994; + #8: en public au Great American Music Hall de San Francisco le 27 avril 1994.

	Mark  DRESSER
	Andrew CYRILLE / Mark DRESSER / Marty EHRLICH:

"C/D/E"
	2001
	50:31
	label: Jazz Magnet

Andrew CYRILLE (см.) - drums

Mark DRESSER  – acoustic bass

Marty EHRLICH (см.) – soprano & alto sax, clarinet, flute

Andrew Cyrille, Mark Dresser, and Marty Ehrlich have formed a consummately cooperative jazz group, and C/D/E is their first recording. On tunes like Cyrille's melancholy "Aubade," Ehrlich's melody statement segues into some magically delicate group improvisation. Here, Cyrille limits himself to tiny cowbell hits, Ehrlich plaintively explores the tune, and Dresser dances around a funky walking line; no musician steps into the spotlight, yet the music is never without focus. This tune and others (all three members write for the project) reveal why these men are some of the most in-demand players in modern creative jazz: They remain sensitive at all times to the dynamic of the group. All the selections are intriguing, but Thomas Chapin's ethereal "Aeolus," on which Ehrlich plays flute, and Ehrlich's Ornette Coleman-esque "C/D/E," featuring successive solos by each player, really showcase the versatility of this all-star trio. One caveat for fans of these players' more aggressive output is that the mood here is largely tender and melodic, with little outright blaring.

1. View from the Point

2. Aeolus

3. BBJC

4. A Simple Melody

5. For Bradford

6. Aubade

7. C/D/E

8. Point of View

9. AM 2 1/2

10. 2 for Cyrille

	Kenny  DREW 
	Your Soft Eyes
	1982 
	40:27
	label: Soul Note

Kenny Drew [p], Mads Vinding [b], Ed Thigpen [d].

“There is among us a select group of what can accurately be called master jazz pianists. Not flushy fusionists, but players who have achieved distinctive singularity based on a through assimilation of the rich and demanding language of jazz piano. This album strikes me as particularly forceful proof of the deepening maturity and mastery in Kenny’s work. From note one, track one, there is his immediately felt authority. His presence . There isn’t the slighest tentativeness in his playing. Fully knowing who he is as a musician, having long since transcended his influences, Kenny is in total command. Not only technically but in terms of the wholeness, the flow, of his conception. His sound has always been especially invigorating and so it is here in the brightness and fullness of this playing on all these tracks. He always could swing too, but now the pulse has become larger and deeper. And he his one of those swingers who is also able to gently, tenderly transform a ballad. In addition,  Kenny is continually building —  his solos never stutter or lag but rather keep moving in a coherent, cohesive, exciting purposefulness. In other words, he always knows where he is going. And he doesn’t depend on familiar licks to keep the momentum going.”

	Marc DUCRET – см. в ‘Alternative’
	
	
	
	

	George  DUKE                                                
	Clarke / Duke Project
	1981
	36:21
	

	Candy  DULFER
	Saxuality
	1990
	46:13
	jazz-rock-funk
C.D.: saxes, a.o. 

	Candy  DULFER
	Sax-A-Go-Go
	1993
	54:03
	

	Candy  DULFER
	Big Girl
	1995
	68:50
	feat. D.Sanborn

	DULFER
	Dig!
	1996
	57:24
	acid-jazz
Dulfer [t s]; Candy Dulfer [a s]; David Rockenfeller [tp, valvetrombone]; Peter Broekhuisen [t&bar s]; John Helder [g, k]; Paul Keuzenkamp [d]. Horn arrangements – Candy Dulfer.

	EARTH,  WIND  &  FIRE
	Earth, Wind & Fire
	1970
	30:04
	

	EARTH,  WIND  &  FIRE
	Spirit
	1976
	36:30
	

	Rinde  ECKERT
	Clark SUPRYNOWICZ, Rinde  ECKERT:

“In Sleep a King”
	1989
	44:57
	free jazz 

label: Sound Aspects

rec. 1987

Rinde Eckert [v]; Andy Laster [a s]; Rob Sudduth [t&s s]; Peck Allmond [tp, t s]; Sheldon Brown [bass cl, B-flat cl, t&s s]; Jai Uttal [g]; Clark Suprynowicz [b]; Peter Perfido [d]; Ward Spangler [perc, vibes, marimba]; Michael Spyro [congas]. 

all tracks composed by Clark Suprynowicz, except #7 by Suprynowicz/Eckert

In Sleep a King

Stopping to Pray

Dahboo

Paramus, New Jersey

What She Said

Rinde

This Is My Hour

	Rinde  ECKERT
	Finding My Way Home
	1992 
	55:44
	label: DIW

R. E. [v, p, organ, k, accordion, pipe]; Bill Frisell (см.) [el&ac&slide g, b]; Will Bernard [g]; Clark Suprynowicz [el&ac b]; Suzy Thompson [violin]; Jerry Granelli [d, perc]; Jim Kassis [d].

	Terry EDWARDS and the SCAPEGOATS
	I Didn’t Get Where I Am Today
	1997
	43:28
	funky-fusion grotesque  

label: Wiiija Records (London),  email: wiiija@dircon.co.uk 

Нечто супер-интересное; весьма рекомендуем. Весёлые экскурсы с использованием материалов от  ретро хитов типа Кукарача и старого джаза, до включения noise, industrial и thrash элементов. При том, эта гипер-компиляция не только не рассыпается на части, но увлекает вас как смерч, в течение всего диска, благодаря мощнейшему драйву и энергетике исполнителей.

Последняя композиция (№12), это ноиз-авангард a la John Zorn, но даже она выглядит как замечательная пародия.

Terry Edwards [saxes, tp, g, Hammond, p, v]; Jem Moore [b]; Ian R. Watson [g, tp]; Ian White [d, perc]; + James Johnston [harmonica].

Recorded and mixed in London.

1
THE KING OF THE CHEAP THING
2.17

2
BOOTS OFF!!           
3.14

3
I LIKE MY LOW-LIFE LOW  
5.41

4
ASTHMA                   
3.57

5
THE LURCH             
2.03

6
DITCH                       
1.29

7
GOOD-TIME-STRANGE-THING
2.12

8
OUT OF THE CLEAR               
4.15

9
EVENING FALLS    
7.45

10
TALLIS'S CANON    
2.09

11
DOG FOOD               
3.27

12
I DIDN'T GET WHERE I AM TODAY
4.33

	Marty  EHRLICH
	Pliant Plaint
	1988 
	43:27
	Down Beat 48th Annual Critics Poll: Clarinet Of The Year (2000)
Marty EHRLICH -- см. тж. с: Julius Hemphill;  John Zorn; Anthony Braxton;  Bobby Previte; J. Harris (1995); The  NEW  YORK COMPOSERS  ORCHESTRA; Bernie Worrell; John Lindberg; Mario  PAVONE; Marisa MONTE (в секции ‘Latina’); Arto LINDSAY (в 'Alternative'); Leroy JENKINS; Dave  DOUGLAS; Christy  DORAN; James  EMERY; Lawrence D. “Butch”  MORRIS; Billy MARTIN;
label: Enja

Marty Ehrlich [as, cl, bcl, fl, alto fl], Stan Strickland [ss, ts, fl], Anthony Cox [b], Robert Previte (см.) [d].

    Marty Ehrlich is one of the true multiinsrumentalists in New York’s contemporary scene to which he has belonged since he left St. Louis in 1978. He’s one of the most sought after emancipated improvisers, that is, in all groups that have not completely turned to the ‘New Traditionalism’: various groups of M. R. Abrams, Barry Altschul, Antony Braxton, John Carter (with whom he participated in the extensive Roots-Suite on Gramavision), Jack de Johnette’s “Special Edition”, the ensembles of Julias Hemphill, Leroy Jenkins, George Russell, Wayne Horvitz and john Zorn, just to mention a few.

	Marty  EHRLICH
	The Traveller’s Tale
	1990 
	54:36
	label: Enja

Marty Ehrlich [ss, as, cl, b cl], Stan Strickland [ss, ts, voice], L. Horner [b], Bobby Previte (см.) [d].

	Marty  EHRLICH
	Side By Side
	1991 
	54:53
	label: Enja

Marty Ehrlich [ss, as, ts, cl], Frank Lacy [trb], Wayne Horvitz (см.) [p], Anthony Cox (см.) [b], Andrew Cyrille (см.) [d].

	Marty  EHRLICH
	Can You Hear A Motion ?
	1994
	54:51
	label: Enja

M. Ehrlich [a&s sax, cl]; Stan Stricland [t sax, fl]; Michael Formanek (см.) [b]; Bobby Previte [d].

«Let me see you make a motion, two by two, my baby, two by two. Let me see you make another one, two by two.» These lines from an African-American children's ring-play inspired this recording's title. Who knows how far back these children's songs go? And how far into the future they'll be sung and played?

The music on this recording, the third with my quartet on ENJA RECORDS, became a collection of tributes and celebrations. A few words on the compositions:

the black hat (so named for the fisherman's cap always present on his head) and readinc the river are dedicated to the late clarinetist/composer John Carter. My musical involvement with John, as a member of his octet, has been one of the most challenging and rewarding of my life. He was passionate about his music being rich in historical continuity while sound​ing new in ways that are revelatory. In this current period of jazz when originality, always difficult, is rarely even attempted, John's musical vision stands in high relief. the black hat and reading the river are in tribute to that musical vision.

the welcome is one of my oldest pieces, written when I first came to New York. It often functions as a musical salutation, opening up our concerts.

In a dream I walked around a large glass house at dusk filled with bril​liant canvases and tapestries. pictures in A glass house is a musical frame for that image.

north star is a meditation on perseverence and defiance. I was much moved reading Thurgood Marshall's dissents near the end of his tenure on the Supreme Court, as he witnessed his life's work attacked and partially dismantled. north star is in memoriam to the great man.

one for robin is in tribute to pianist/composer Robin Holcomb. The poetic logic and deep feeling of her music has guided me out of many a compositional jam. (This piece was commissioned by the New York String Trio.)

Jaki Byard first recorded his composition ode to charlie parker with Eric Dolphy and Booker Little on the album «Far Cry». In jazz in particular, a composition grows with its creative interpreters. I have long been haunted by the singular beauty of the composition, and by Booker Little's lyric solo on that recording. Jaki has described Booker's solo to me in conversation as about the most beautiful he ever heard. I have included the passages Booker improvised within the body of the melody in our performance.

comme il faut is yet another complexly simple or simply complex, other​wise perfect melody by Ornette Coleman. I first heard this piece performed live by Stan Strickland twenty years ago, and we perform it often as a duo in our concerts.

Which leads me to celebrating the artistry of the musicians joining me in my quartet. I can't say enough so I will only say a deep felt thanks to Bobby, Michael, and Stan, for all that they hear.        --- Marty Ehrlich

	Marty  EHRLICH
	DARK  WOODS  ENSEMBLE: “Just Before The Dawn”
	1995
	60:07
	label: New World Records (New York)

M.Ehrlich [cl, b cl, a s, fl, wooden fl-s]; Vincent Chancey [fr h]; E.Friedlander (см. в 'Alternative') [cello]; Marc Helias (см.) [b]; Don Alias [perc].

Sounds startle the air. On this night, birds call across as if the light won't come. There is no silent center to start from. For generations we've opened a door. A burning patience, waiting to hear what hasn't been said. Just before, they say the darkest hour is just before. "All right now. . . Later. . . Easy now." These sounds will find a center, or the center will change, "I think that music as we know it is autobiographical," Hemphill said. Just friends, metal hued breath across strings, entering open, way above, only to slide into the song, leaving still. Birds in the darkness, waiting for no one. Open the door, wake these sounds. Just before the dawn.

---- Marty Ehrlich

	Marty  EHRLICH
	DARK  WOODS  ENSEMBLE:

“Sojourn”
	1999
	47:10
	label: Tzadik

Marty Ehrlich [cl, s s]; Marc Ribot (см.) [g]; Eric Friedlander (см. в 'Alternative') [cello]; Marc Helias (см.) [b].

Produced by M. E. & John Zorn

“One law shall there be for the native and for the stranger who sojourns in your midst.”     —Exodus 12:48
“There is never any end. There are always new sounds to imagine, new feelings to get at. And always, there is the need to keep purifying these feelings and sounds so that we can really see what we've discovered in its pure state. So that we can see more and more clearly what we are. In that way, we can give to those who listen the essence, the best of what we are. But to do that, at each stage, we have to keep cleaning the mirror.”  —John Coltrane
“It has been said that the only home we ever have is in a song. A song in which you are most solitary while feeling closely connected. Or is it the other way around. Where the singer owns nothing, "neither map nor discipline," while carrying the thoughts of a culture like a sack. A sojourn through a place to which there is an open return.”  —Marty Ehrlich
Though largely through-composed, Marty Ehrlich's music for his Dark Woods Ensemble lends itself to the sub​tle magic of in-the-moment inspiration. Breathe like the most vibrant jazz, yet also benefit from the structural organization of European clas​sical music and the evocative colors of the blues, klezmer, and perhaps Native American traditions. Yet this is no self-consciously postmodern hodgepodge of whimsy. Consummate musicianship nat​urally yields commensurate music mak​ing, which is the most relevant descrip​tion for this masterwork with cellist Erik Friedlander, guitarist Marc Ribot and bassist Mark Helias.
Of course, given the flexibility of the music — combined with the dynamics of this particular musicians and the heightened energy— these readings distinguish themselves from the originals in memorable ways.
The spontaneously composed parts serve to set up or to deepen the melod​ic statements of the scored sections, and so written and unwritten languages interweave in an unaffected union of spirit. This spirit, along with attention to infinitesimal detail, gives the album an unerringly direct and powerful essence that few other recordings will likely match this year. 

— Sam Prestianni, Wire
1. THE OPEN RETURN 8:02 

2. ELIAHU: 2ND VARIATION 6:52 

3. BLIND WILLIE McTELL 5:31 

4. THE GIT GO 4:17 

5. THE SECRET OF LIGHT 7:31 

6. HILLEL'S RIDDLE 5:31 

7. SOJOURN 5:17 

8. THE MODZITZER NIGUN 3:36

	Marty  EHRLICH
	Andrew CYRILLE / Mark DRESSER / Marty EHRLICH:

"C/D/E"
	2001
	50:31
	label: Jazz Magnet

Andrew CYRILLE (см.) - drums

Mark DRESSER (см.) – acoustic bass

Marty EHRLICH – soprano & alto sax, clarinet, flute

Andrew Cyrille, Mark Dresser, and Marty Ehrlich have formed a consummately cooperative jazz group, and C/D/E is their first recording. On tunes like Cyrille's melancholy "Aubade," Ehrlich's melody statement segues into some magically delicate group improvisation. Here, Cyrille limits himself to tiny cowbell hits, Ehrlich plaintively explores the tune, and Dresser dances around a funky walking line; no musician steps into the spotlight, yet the music is never without focus. This tune and others (all three members write for the project) reveal why these men are some of the most in-demand players in modern creative jazz: They remain sensitive at all times to the dynamic of the group. All the selections are intriguing, but Thomas Chapin's ethereal "Aeolus," on which Ehrlich plays flute, and Ehrlich's Ornette Coleman-esque "C/D/E," featuring successive solos by each player, really showcase the versatility of this all-star trio. One caveat for fans of these players' more aggressive output is that the mood here is largely tender and melodic, with little outright blaring.

1. View from the Point

2. Aeolus

3. BBJC

4. A Simple Melody

5. For Bradford

6. Aubade

7. C/D/E

8. Point of View

9. AM 2 1/2

10. 2 for Cyrille

	Roy  ELDRIDGE
	Nuts
	1950
	60:55
	1-11: R.E. [tp, v]; Zoot Sims [t s]; Dick Hyman [p]; Pierre Michelot [b]; Eddie Shaughnessy [d]; Anita Love [v (#1,6)].

12-19: R.E. [tp]; Gerald Wiggins [p]; Pierre Michelot [b]; Kenny Clarke [d].

Take the five or six pivotal names that resume the entire history of jazz, and you won’t find that of Roy Eldridge. Yet this trumpeter, born in Pittsburgh, Pennsylvania, on 30 January 1911, was the crucial link-man between two of that illustrious band, Louis Armstrong and Dizzy Gillespie. He was destined, however, to remain in the immense shadow of both, the one stylistically better entrenched, the other more revolutionary.

David Roy Eldridge was a mere ten years Armstrong’s Junior, yet enough to mean that he was launching his professional career in the New York of the 1930s rather than the Chicago of the 1920s, at a time jazz had already begun to take on a new mantle. His elder brother, Joe, was a saxophonist, and it was another saxophone-player, Duke Ellington’s Otto Hardwick, who bestowed upon the diminutive Roy the lasting nickname «Little Jazz». Indeed, saxophonists were to play a key role in the Eldridge career, for Roy started out by playing sax solos on trumpet, and it is to such influences that he often credited his remarkable instrumental mobility. Subsequently, he once explained, he had acquired both speed and range from his efforts to match that agile trumpet wizard, Rex Stewart. [...]

It was a tour by a Benny Goodman sextet that brought Roy Eldridge to Europe in April 1950, culminating in his settling in Paris until April of the following year. Now outstripped by the innovations of his principal disciple, Dizzy Gillespie, and caught between settling into his own classicism and attempting to clamber onto Dizz’s rolling bebop-bandwagon, he had been going through a troubled period. «The messiah of our generation», as Dizzy once referred to him, admitted that «Roy had me hung up for a while.» But in Paris, with the dispute between ancients and modems still fiercely raging, audiences not only preferred Roy to be himself, they demanded it. Consequently, in the words of Charles Delaunay, «he recovered his own personality and started a new career.» The evidence of that is right here on this CD (and in the companion Volume 2 [next CD]).

For his opening session for Vogue on 9 June 1950, Roy was able to call upon the services of three fellow-instrumentalists from the Goodman sextet: tenor-saxophonist Zoot Sims (who has his own album in this American Jazz in Paris series), pianist Dick Hyman and drummer Ed Shaughnessy, with top French bassist Pierre Michelot ably completing the rhythm section. [...]

	Roy  ELDRIDGE
	French Cooking
	1951
	48:09
	1-6: R.E. [tp, v]; Benny Vasseur [tb]; Albert Ferreri [t s]; William Boucaya [bar s]; Raymond Fol [p]; Barney Spieler [b]; Robert Barnet [d]. rec. 1950

7-8: R.E. [tp]; Claude Bolling [p]. rec. 1951

9-12: R.E. [tp]; Don Byas [t s]; Claude Bolling [p]; Guy de Fatto [b]; Armand Molinetti [d]. rec. 1951

13-15: R.E. [p]. rec. 1950

	ELEMENTS
	Far East vol. I
	1993
	66:37
	jazz-rock / fusion в духе Brecker Brothers 

label: Wavetone Rec. (NY)

Mark Egan [b]; Danny Gottlieb [d]; Gil Goldstein [k]; David Mann [sax]. 

	Eliane  ELIAS
	Sings Jobim
	1998
	51:16
	label: Blue Note

Eliane Elias [v, p]; Michael Brecker (см.) [t s]; Oscar Castro-Neves [ac g]; Marc Johnson (см.) [ac b]; Paulo Braga [d, bongos]; Cafe [perc].

Подобный альбом чудесной бразильской джазовой лирики см. тж. Michael FRANKS (где Elias участвует).

	Steve  ELIOVSON
	Dawn
	1981 
	43:12
	label: ECM

Steve Eliovson [g], Collin Walcott (см.) [perc].

	Duke  ELLINGTON
	Money Jungle
	1962
	56:58
	см. тж. Ellington в исполнении: Archie Shepp “Day Dream”; Ernie Wilkins “KALEIDODUKE”s; LINCOLN  CENTER  JAZZ ORCHESTRA “Portraits Of Ellington”); Nigel  KENNEDY;

(заметки об Эллингтоне см. в: Vienna Art Orchestra “The Original Charts of Duke Ellington & Charles Mingus”; 

with: Charles Mingus and Max Roach. 

	Duke  ELLINGTON
	Duke Ellington Meets Coleman Hawkins
	1962
	39:10
	

	Duke  ELLINGTON
	My People
	1963
	42:26
	

	Duke  ELLINGTON
	Duke Ellington & His Orchestra
	1965-72
	66:23
	Previously unissued performances.

	Duke  ELLINGTON
	Black, Brown And Beige
	
	35:32
	feat: Mahalia Jackson

	(Duke  ELLINGTON)
	Dr. JOHN:

“Duke Elegant”
	1998
	66:40
	Performing the music of Duke Ellington.

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

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

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

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

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

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

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

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

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

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

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

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

12. Flaming Sword • 1937 (Duke Ellington)

	Kahil El’ZABAR – см.: RITUAL TRIO
	
	
	
	

	EL-P (featuring The BLUE SERIES CONTINUUM)
	High Water
	2004
	44:07
	The BLUE SERIES CONTINUUM – см.
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)

	EMBRIO
	Steig Aus
	1972
	37:44
	etnic/fusion

Mal Waldron [e-piano]; Jimmy Jackson [mellotron, organ]; Roman Bunka [g]; Edgar Hoffman [vln]; Dave King [b]; Jorg Evers [e-bass]; Christian Burchard [d, marimba, vibes].

	EMBRIO
	EMBRIO & YORUBA  DUN DUN ORCHESTER
	1985,88
	62:34
	label: Faruk Music (Munchen)

YORUBA DUN DUN (Nigeria): Muraina Oyelami [dun dun drum, v]; Lamidi Ayankunle [bata drum, v]; Adeleke Sangoyoyin [dun dun drum]; Jimmy Solanka [v, dun dun drum]; + Ojetunde Ajayi [v]; Rabiu Ayandokun [dun dun] (#10, 11).  

EMBRIO: Christian Burchard [marimba, vibes, hackbrett]; Edgar Hofmann [s&a s, fl]; Yulius Golombeck [g]; Gerald Luciano [b].

	James  EMERY
	Turbulence
	1991
	68:43
	James  EMERY – см. тж. с: Anthony BRAXTON; Henry THREADGILL; Leroy  JENKINS

label: Knitting Factory (New York)

James  EMERY & ILIAD Quartet:

James Emery [g, g-synth]; Marty Ehrlich (см.) [s&a s, cl]; Rob Schwimmer [k]; Michael Formanek [b]; Gery Hemingway (см.) [d].

Anybody out there remember the early '70s, when electric jazz was an idea full of promise? Fusion, they called it—the flexibility and chops of jazz fused with rock's high-decibel oomph. But fusion got formulaic fast: scales masqueraded as melodies, practice exercises passed for solos, and volume subbed for inspiration. 'Turbulence' is the prize at the bottom of the Cracker Jacks and James Emery is that funny looking kid on the front of the box.

Still, every so often someone makes an electric jazz record that makes good on the promise. Enter Turbulence. It's got Emery's post-Mahavishnu guitar chops, Rob Schwimmer's ear-throttling synth assaults, fast rats-maze heads (Smoke Detector), tricky time signatures (try counting out March Oblique's break sequence), even one or two regulation funk bass lines. But the Iliad Quartet won't fit the fusion mold. Look at the Rhythm section: Michael Formanek gave up electric bass years ago— he's a confirmed upright man—and nobody's ever going to mistake the subtle, texturally savvy Gerry Hemingway for bashin' Billy Cobham. Add Marty Ehrlich to half the tracks, and you have a band that's as much acoustic as electric anyway.

After all, James Emery is a jazz musician, best known for his long and ongoing stint with the acoustic String Trio of New York. His commitment to that group remains unswerving, but this quartet lets him show off some very different stuff. "It lets me draw on a much wider coloristic palette and dynamic range," Emery says. "And I get to bring in some players I've known for a long time—like Rob Schwimmer, who I met when I was teaching at Woodstock's Creative Music Studio in the late 70's. Or Marty Ehrlich, who was in a quartet I led in the early '80's with Mark Helias on bass and Thurman Barker on drums. Marty has something for you no matter where the music goes—he's got such wide experience."

Indeed, two of Ehrlich's strengths are his ability to make the toughest notated material sound easy, and to subtly adjust his sound to blend with anyone he plays with. (On parts of Turbulence, his banshee sax dovetails so neatly with screaming guitar, you may not be sure who plays what.) Marty's chameleonic traits are why he seems to turn up in every band in New York where the personnel's diverse and the charts are tricky, from Muhal Richard Abram's orchestra to Bobby Previte's septet. Which is not to say Ehrlich lacks a strong personality. His credo seems to be the one Charlie Parker once expressed: play clean and look for the pretty notes.

Rob Schwimmer has played with Thurman Barker, Pheeroan ak Laff, worked with Formanek in the pleasantly wacko singer Nora York's group and does a lot of session duty. He's another changeling, here playing quasi-piano parts, and crys​talline timbres synth players can't resist, and space-age jazz organ licks. (But not everything that sounds like keyboard is—the Garth-Hudson-meets-Sun-Ra, Jetsons-era B-3 stuff on Word For is played by James on guitar synth.)

Emery had long known and jammed with Gerry Hemingway before bringing him into this quartet (whose personnel hasn't changed since its '89 debut, by the way). When James was forming the band, Gerry recommended Michael Formanek, whom he'd played with in a quartet led by pianist David Lopato. (Michael's the only bassist whose resume lists both Freddie Hubbard and Tim Berne.) Like everyone here, the bassist and drummer can play whatever's set in front of them—which is a good thing, given the wide variety of material. The rhythms encompass swing time, free time and party time.

Many of the pieces are multi-thematic, but nobody gets hung up on the sudden changes in direction. Compositionally, James is closer to visionary Anthony Braxton than elektricuted Chick Corea. That's not a capricious comparison— Emery did two tours of Europe with Braxton in 1978 and 1980, and Gerry Hemingway has been the multireedist/composer's drummer for most of the last decade. You can hear traces of Braxton's writing in the sharp angles of One Eleven's melody, in As of Now's stoptime momentum and tumbling, accelerating chains of notes, and in the way Double O.T. is organized: the head's played only at the end, so the theme seems to grow out of the improvising instead of the other way around.

If you've been looking for an electric jazz band that's as smart as it is energetic, you've found it. Here you go. Oh mama, this can't be fusion—it sounds too good. 

Kevin Whitehead • March 1991

	James  EMERY
	Spectral Domains
	1998
	63:32
	label: Enja    http://www.enjarecords.com 

James Emery -- guitar; 

Marty Ehrlich (см.) -- alto sax, flute, soprano sax; 

Chris Speed -- clarinet, tenor sax; 

Mark Feldman -- violin; 

Michael Formanek -- bass;

Gerry Hemingway (см.) -- drums;

Kevin Norton -- vibes, marimba, tympani, small percussion

#9 -- conducted by Mark Helias (см.).

For a quarter-century James Emery has sur​vived -- more than survived; he's flourished -- as an improviser occupying the fluid territory I like to call Post-Jazz. That's my term for music that could not exist were its practitioners not thoroughly immersed in jazz vocabulary. They incorporate the jazz experience as bedrock for reflection and elaboration upon a wide spectrum of source material, weaving together diverse strains in a manner that transcends idiomatic genre.

"Unfortunately," Emery says, "this music isn't for everybody." How has he sustained himself? "I've got it broken down to a four-part plan," responds the 46-year-old guitarist. "First is talent, to have something people want to listen to, something with integrity, originality, beauty and power -- all the qualities that make a good musician. Then hard work, being single-minded about getting your music heard and playing. Third is desire. You can be talented and industrious, but if you don't really want it, you won't be able to pay your dues, hang in there and get through the bad times. Finally, luck. Circumstances have to come together." 

Emery isn't blowing smoke. Best known through his twenty-year participation in the String Trio of New York with bassist John Lindberg and a succession of first-class violinists (currently Diane Monroe), gigs with the likes of Anthony Braxton, Leroy Jenkins and Leo Smith, and extensive experience as a solo guitarist, he's carved out an unmistakable improvatoral and compositional voice, marked by impeccable craft and unbridled imagination.

On Spectral Domains, Emery's second ENJA release, those qualities are showcased abundantly. It's music for 11 instruments per​formed by seven state-of-the-art musicians, composed in 1995-96 under the auspices of a Guggenheim Fellowship grant. "After all those years writing for something as austere as a string trio, trying to extract every last bit of sound color, I was like a kid in a candy store," Emery chuckles. It's music abrim with creative juice, employing surprising instrumental combinations, poetic voicings, striking harmonies, dynamic rhythms, virtuosic impro​vising -- the sound is wholly Emery.

The Cleveland native started playing organ at 6, switched to guitar at 10. At 11 he began studying with Ann Stanley, a violinist in George Szell's Cleveland Orchestra who played classical guitar. "She taught me not only the guitar, but music," Emery recalls. "Some larmony, theory, the way rhythm works. She gave me a very thorough education. So when I encountered Charlie Parker's music at 17, I was able to break it down into its component parts, define it for myself musically, theoreti​cally, and transfer that to the guitar. Later I had to do the same thing with Ornette, Coltrane, Braxton and the AACM, and everyone else. I'm not talking about the emotion or any​thing like that, just the nuts and bolts of music. Being able to do that is invaluable. Digesting Bird and Monk and Bud Powell will take you to some different places on the fingerboard."

As a teenager, Emery gigged weekends in rock bands, then began immersing himself in the blues -- "more fun to play; you could bend it, stretch out, take extended solos." Later he began teaching at a music store owned by guitarist Bill DeArango, a virtuoso who'd played and recorded with Parker and Dizzy Gillespie in New York in the '40s. DeArango advised the talented neophyte to listen to Lester Young as a bridge to richer blues expression. "For me, it was a new way of looking at the blues, even though it was the late '60s!" Emery enthuses, "Lester was using more notes, notes beyond the basic pentatonic scale; his placement of those notes and the way they swung and his sense of space was all new to me. Prez led to Bird, and hearing Bird was shocking. It was a lot faster; the energy was a lot higher. Bird took the music into another rhythmic realm. All the elements are there -- incredible time, chromatic usage of melody, all the apoggiaturos, ornamentations, extended harmonies, and chord substitutions. Bird innovated in every area except form, but the existing forms were just fine with him.

Continuing his search, the restless youngster found form-breaking paradigms in Ornette Coleman, John Coltrane, Miles Davis, Cecil Taylor. "The way Ornette structured his melo​dies and worked with them orchestrationally appealed to me. One hallmark of a good composer is to find a few good ideas, continually reworking them while keeping the integrity of those motifs throughout the piece. And in his blowing, Ornette liberated the music from the tyranny of the bar-line, as they said back then. Later I heard Roscoe Mitchell's Sound and Anthony Braxton's Three Compositions of New Jazz, which vibrated with me. I knew I wanted to get into it, and that I had to get to New York. First I moved to the Five-College area of northern Massachusetts, played in an avant-garde group, and began listening seriously to Bartok, Boulez, Schoenberg, Webern and Berg. I was running to New York every chance I got, scoping out the scene, and finally moved there in 1973." 

From today's perspective, it's difficult to imagine the atmosphere of New York City twenty-five years ago. A stream of improvisers of all aesthetic inclinations migrated from Chicago, St. Louis, California and other points to make their statements. Violinist Leroy Jenkins, a 1971 arrival from Chicago, mentored Emery into the mix. "Leroy ran an ad in the Village Voice for students, which I answered," he remembers. "Lessons basi​cally amounted to us playing and discussing his music. He dug that I was already into Roscoe and Braxton. Leroy got me an apartment right above his, and I observed the way the Revolutionary Ensemble operated. He gave me my first record date, For Players Only, which led other cats on the scene to start hiring me. I worked with Kalaparusha, taught at the Creative Music Studio, began going to La Mama, and got involved with the Human Arts Ensemble with Bobo Shaw, Joe Bowie, Luther Thomas and John Lindberg. In 1977 John and I formed the String Trio Of New York."

His assessment? "New York was everything I thought it would be. The music was exploding past any boundaries. Anyone was playing with anyone. It was about who you are, what you have to say that's personal to you on your instrument, not whether you can cut a set of changes or play some music of the past. It was exploratory and creative. As Cecil Taylor said, you can draw from anything compositionally to further what you're trying to express and make it your own."

That’s precisely what Emery does on Spectral Domains. Everyone he mentions inflects the music, but the sound universe is sui-generis. A primary component is Emery's control of the guitar unamplified. "I feel the acoustic guitar speaks best for what I'm trying to do," he asserts. "The shapes I'm trying to make and the devices I'm trying to play come out better on the acoustic. I conceive the guitar as some​where between a piano and a horn, the lower register being more like a bass. You also get a range of dynamics in the softer shades that is difficult to express on an electric guitar. I started on acoustic guitar, and that's what I’ll end on."

Emery's cohorts are a who's-who of speculative improvising, musicians of the highest skills and subtlest empathy. Without them, Emery emphasizes, "I wouldn't have been able to write this music. I challenged them, writing just what I wanted, without other consider​ations. To play on this record, you have to be a great reader, able to make statements in a variety of different areas as an improviser, execute music with a high percentage of accuracy. Like Duke Ellington said a long time ago, the musician in the future will have one foot in the university and one foot in the street."

Consider the eventful opener “Red Spaces On A Blue Field,” performed by the full ensemble, Emery comments: "On Part One, I use four or five motifs, put together with a cut-and-paste method, giving you increasingly longer hear​ings of those motifs as the piece evolves. There's changing time signatures, counter-point, stretto, tempo changes, different kinds of improvisation. I'm fascinated by the interstices of composition and improvisation, where the identities start to blur and improvised sections take on a composed aspect, as well as written material taking on an improvised cast so it isn't rigid and doesn't sound like somebody's reading it -- removing the music from the paper, so to speak. Part 2 is a 40-bar form, with a 16-bar bridge, in​fluenced by Monk, Mingus and Ellington."

This dovetails into Emery's nuanced orchestra​tion of Charles Mingus' exploratory lyric-to-omnious “Far Wells, Mill Valley.” “Mingus is one of the first who wrote compositions that start in one place and end somewhere comple​tely different, which the AACM guys and modernist composers have taken to heart," Emery remarks. "He let his imagination run wild here, creating all sorts of different sec​tions." So does Emery. Listen, for instance, to the high-flying duo passage between Marty Ehrlich's flute and Mark Feldman's violin.

Emery's guitar comes to the fore on a quartet arrangement of Thelonious Monk's gnarly “Trinkle Tinkle,” one of a series of Monk compositions he's adapted to the guitar, using Monk's voicings. Chris Speed offers an idiomatic tenor solo, and Norton's marimba provides distinctive coloration. On Ornette Coleman's “Kathelin Gray,” performed in duo with Speed's clarinet, Emery harmonizes the melody for guitar and plays the piece down straight. On “Cosmology,” a solo feature "loosely based on a set of chord changes in the blowing section," the guitarist, freed from ensemble considerations, unleashes his ferocious chops. "The beauty of solo playing is that you don't have to coordinate with anyone else; you can do anything you want with the material," elaborates Emery, a veteran of hundreds of solo performances.

Emery’s “Chromosphere,” built harmonically and melodically on augmented triads, filled with shifting instrumental color and rhythm timbre, elicits resourceful solos and intense contrapuntal dialogues throughout the improvisations. Formanek, anticipating every move, anchors the proceedings. “Standing On A Whale Fishing For Minnows,” the title track of Emery's first ENJA record, a quartet date, here performed in its original septet setting, "is in 4/4, but the rhythms are subdivided to syncopate it in a different way." Hemingway navigates the constantly shifting patterns through the three written and improvised sections with the finesse and drive of a champion slalom skier. The album's evocative closer, “Strings Of Thread,” also appears on the first record. Emery describes it as "a 20-bar form whose harmonic motion consists of a series of deceptive cadences over a kind of lilting South American rhythm."

“Sound Action Seven,” a tour de force of sonic color, hearkens to Emery's AACM inspirations. The composer comments: "It's written both with non-traditional and traditional notation methods. Everyone gets a master score and a key to the symbols in the score, and there are sections with verbal explanations of sound activity. When I played with Braxton and Leo, I saw how they presented information to an ensemble to get the results they wanted. I've organized those concepts in my own manner. I get a kick out of playing music like this because you can bring all your forces to bear. Everything is appropriate."

James Emery can talk high-concept with the best of them. He backs it up with music that wears theory lightly on the sleeve, weaving the outermost partials of form into cogent narrative, Spectral Domains is an apt title; this is music created in the spirit of true grit, cell by cell, reaching for the spheres.

----- TED PANKEN, New York City

	(Performances from the) EMIT Series
	Visions
	
	70:50
	label: EMIT

Performances from the EMIT Series:
1.  Confluence 

performed by Sam Rivers / Evan Parker - 7:08
2.  Number 3 

performed by Pamela Z. - 5:26
3.  Stars 

performed by Day & Taxi - 7:09
4.  Water 

performed by Chris Brown / Philip Gelb - 8:22
5.  Locution 

performed by Derek Bailey / Jim Stewart - 7:01
6.  Catorze 

performed by David Manson - 3:04
7.  Discovery of America 

performed by Saturnalia - 6:51
8.  Blessed Beasts 

performed by Davey Williams / David Manson - 3:19
9.  Torsion 

performed by Peter Kowald - 10:19
10.  Gdye Damskaya Parikhmakirskaya 

performed by Amy Denio - 5:49
11.  Uddamsa 

performed by Eugene Chadbourne / SHIM – 6:

	Sidsel ENDRESEN & Bugge WESSELTOFT
	Out here in there
	2002
	46:31
	label: Jazzland / Universal Music Norway

Sidsel Endresen [v]; Bugge Wesseltoft (см. тж. в 'Acid') [k, perc].

Composed and arranged by Sidsel Endresen and Bugge Wesseltoft; words by Sidsel Endresen.

	ENSEMBLE 4'33'' 
	Falls
	1997
	63:15
	label: Long Arms

4' 33'': Alexey Aigui (см. в 'Alternative') [vln, conductor]; Andrey Raev [cl, bass cl]; Pavel Karmanov [k]; Maxim Ivanenko [g]; Sergey Nikolsky [b]; 

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

Брать Зимний было одиноко. Тогда матрос отправился к Керенскому. Но к тому времени Керенский уже обернулся барышней, словно лягушка -- белым лебедем и, умножив ряд исторических фикций, благополучно утек. (Так родилась стратегия ускользания.) Матрос взял из кабинета картину. Она называлась «Бетховен», хотя её персонажами были совершенно другие люди. Правда, на одной стене картинного пространства художник изобразил посмертную маску Бетховена. Матросу были глубоко чужды идеи Бодрийара о симулякрах -- копиях без оригинала -- и он не понял, зачем ему картина про посмертную маску -- копию с того, чего нет. Он обменял полотно у проходивших мимо Зимнего интеллигентов на что-то более однозначное. Историкам пока так и не удалось выяснить, на что. А в это время композиторы «Могучей кучки» придумывали профессию «ди-джей». Они поняли, что первым русским ди-джеем был Глинка, только он сам себя так не называл. Как одержимые, Балакирев с друзьями стали подкладывать европейское культурненькое «ум-ца-ум-ца» под варварские русские мелодии, микшировать культуру и архаику. Однако настоящего диджейства у кучкистов не получилось -- две составляющие их незатейливых миксов ещё были слишком живой традицией. Прошло время. Фольклорные певцы, носители фольклорного сознания в постиндустриальном времени обернулись (словно лягушки -- белыми лебедями) частями воображаемой речи, слепками с того, чего нет. «Ум-ца-ум-ца» забыла о собственной функциональности, умерла как аккомпанемент и сама стала самодостаточной песней. Академический музыкант осознал себя отпечатком с фигуры Паганини, которого нет, частью речи почувствовал себя композитор. Ди-джей -- тот же фольклорный человек. Оба -- носители. Оба -- в измененном состоянии сознания. Оба -- странные: если им хочется самовыразиться, они микшируют готовые объекты, обрывки форм, отпечатки содержаний, куски речи, фрагменты сознании, сегменты канона. Музыкант (бывший Паганини), ди-джей (бывший «генерал-бас»), фольклорный человек (бывший Боян), композитор (бывший Бетховен) -- посмертные маски. У каждой из них есть только незатейливая радость собственного существования и способность вместе с другими посмертными масками водить посмертные чудесные хороводы (3), ускользать (8), укачивать общих беспокойных посмертных младенцев (5), провожать гостей домой плачем (6). Ю.Б.

	ENSEMBLE 4'33''
	Sister Grimm Tales
	1997
	57:02
	label: Solid Records

All lyrics -- traditional

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

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

	ENSEMBLE 4'33''
	Hearts Of 4’33’’
	1998
	58:38
	label: Solid Records

Alexey Aigui [vln, thundersheet]; Andrey Raev [cl, bass cl]; Erkin Yusoupov [trb, euphonium]; Pavel Karmanov [p, synth]; Yulia Bederova [p, synth, thundersheet]; Maxim Ivanenko [g]; Sergey ‘Biggie Mot’ Nikolsky [b]; Nikolai Lgovski [d, anvil, vibes, woodblocks, tuned pipes, Indian slight bell, glass chimes].

All compositions by Alexei Aigui, except #1 (by Bela Bartok). A Frank Zappa theme is used in #3.

	ENSEMBLE 4'33''
	One Second Hand
	1999
	42:37
	label: Solid Records

Alexei Aigui [vln]; Erkin Yusoupov [trb]; Pavel Karmanov [p]; Sergei Nikolsky [b]; Kirill Denisov [d, perc].

Приятнее музыки не сыщешь – доступна, мелодична, изобретательна. Айги и его ансамбль – авангард для всех: для неприхотливых масс и для взыскательной элиты. Достаточно понятен для неискушенных, достаточно остроумен для продвинутых. Следы минимализма в композициях не так уж отчетливы, но тем не менее заметны. Устойчивая ассоциация – 4'33" и минимализм – безусловно, греет душу музыкантов. Однако постепенно ансамбль дрейфует в сторону кукольной музыки и начинает напоминать «Бельканто оркестр» Паскаля Комелада, только в более экспрессивном варианте. Не зря же Айги записал пластинку вместе с соратником Комелада Пьером Бастьеном (см.).
--- Еженедельный Журнал

	ENSEMBLE 4'33''
	Taxidermy
	1999
	48:12
	label: Solid Records

Alexei Aigui [vln, synth, noises]; Andrei Goncharov [tp]; Erkin Yusoupov [trb, v (#5)]; Maxim Ivanenko [g]; Dmitry Chestnykh [b]; Nikolai Lgovsky [d, perc].

Your comments: aigui@mail.ru ,  solydrecords@hotmail.com 

Have you ever tried to find a way to accelerate your fleshing time?

How long did you drain the skin until it appeared to be thirsty?

Did you make the cuts out and holes so that they would receive the head unit?

Странное дитя моды на минима​лизм, ансамбль «4'33» вырос практически на пустом месте. То есть на месте тишины, которая в беззвучной пьесе «4'33» культо​вого минималиста Кейджа озна​чает ни много ни мало — музыку. Сегодня, после славного саундтрека к «Стране глухих», забой​ных live-фонограмм к фильмам Макса Эрнста, Гриффита, Протазанова и прочих выступлений, в невнятное прошлое ансамбля ве​рится с трудом.

С точки зрения организации, группа «4'33» всегда казалась субтильной. Лидер Алексей Айги не похож на лидера — всем улыбается, разговаривает тихо. Прочие музыканты тоже какие-то очень уж сдержанные. О пла​нах суеверно помалкивают. На фильмы с собственной музыкой зовут, волнуясь и особо не нажи​мая. «Придешь? — Ладно». После этого тащишься как миленький.

Свои первые шаги ансамбль делал на «Альтернативе». Одна​ко широко известен стал после того, как Алексей Айги сочинил музыку к фильму Тодоровского-младшего «Страна глухих». За​бавно, что положительные в це​лом отзывы на картину никак не затрагивали её музыкальной темы. В глухонемом сюжете му​зыка играла наравне с актера​ми. Роль музыки была очень сложной — в силу её идеальности. Слу​шать такое и верить во что-то гадкое невозможно. В результа​те фильм, где всех мочат и пыта​ют-избивают, получился жи​вым и радостным.

Этой-то детской счастливости у группы «4'33» — как ни у ко​го другого. Возможно, кто-то сочтёт, что ниша, занятая наивны​ми красавцами и хулиганами из «4'33», вот-вот разрушится. Но кто же тогда будет поливать публику очередями наращивае​мого, как культуристские муску​лы, звука, гонять адреналин зубодробиловкой ритмов современной Москвы и атлетической увёртливостью всемирного пост-авангарда? Нет, группу «4'33» уже не сбросить с парохода сов​ременности. Она — наш Майкл Найман, наш Филипп Гласс, наш Джон Кейдж. Все в одном флаконе с надписью «Русский минимализм».

--- «Коммерсантъ»

	ENSEMBLE 4'33''
	Happiness, Fame and Fortune
	2002
	50:54
	label: Solyd Records

Alexei Aigui [vln]; Denis Kalinsky [cello]; Andrei Goncharov [tp]; Erkin Yussupov [trb, v (12)]; Sergei Nikolsky [b, v (12)]; Nikolai Lgovsky [perc (3,5,6,10), d (3,6)]; Andrei Romanika [d (1,2,4,8,9,11,12)].

Music by Aigui

Arranged by Aigui & 4'33

	ENSEMBLE 4'33''
	Mix
	2003
	50:08
	label: Solyd Records www.solydrecords.com
Alexei Aigui [vln]; Denis Kalinsky [cello]; Andrei Goncharov [tp, fl h]; Erkin Yussupov [trb]; Sergei Nikolsky [b]; Andrei Romanika [d]; Arkady Marto [synth, p, kalimba]; Mikhail Spassky [k]; with: Mina Agossi [v];  Phil Reptil [g];  Alexandre Hiele [double bass].

www.aigui.com
rec. 2003

1. Why don’t you do right

2. Petit matin

3. Marakaraka

4. Les Robots favoris de Louis XIV

5. Finistere

6. Nextango

7. Goutte de miel

8. Why Me ?

9. Post

	ENSEMBLE MODERN – см. в: 'Alternative'
	
	
	
	

	ENTELI
	Enteli
	1994
	67:10
	impro-music
Jonas Knutsson [s&a&bar saxes]; Ale Moller [tp, fl, accordion, mandola, bouzouki, dulcimer]; Lena Willemark [fiddle, v, add. perc]; Johan Soderqvist [k]; Bengt Berger [perc, tablas, tablatarang].

  A meeting  of  Scandinavian  folk  and  improvised music. 

Swedish expression: dances and ballads from medieval times.

  “Freedom is light and airy — freedom to soar upwards and float down. And all that music needs is to be played — nurtured and cherished. We begin and end with a scream. We breathe in, and before we have time to breathe out rhythm’s steel spring is coiled tighter and tighter inside until it almost snaps, in a dance that is sometimes Swedish, sometimes a Sufistic, mystical dance of the dervish. Time and space intertwine in tightly plaited unity... and with a slight flutter the rustlings and the sleepy whispers rise into the air and evaporate, like the sweet-smelling smoke from grandpa’s tobacco in the autumn.”

	Fima EPHRON
	Soul Machine
	2001
	44:16
	Fima EPHRON – см. тж. с: SCREAMING HEADLESS TORSOS; David «Fuze»  FIUCZYNSKI; David  TORN; HASIDIC NEW WAVE; LOST  TRIBE;

label: Tzadik

Fima Ephron - bass

Edward Simon - keys

Jim Black (см.) - drums

Dave Binney - sax, clarinet (6)

Adam Rogers - guitars

David Torn (см.) - oud, samples, voices (6)

Buba Gisa Majerowitz - voice (10)

Mike Ephron - voice (4)

Greg Wall - clarinet (6)

Bassist Fima Ephron (Hasidic New Wave) jumps to the fore to offer his own version of radical Jewish culture music, and we have to stress "version" here. This set slams with killer Klez scalar investigation, wooly rock and prog riffs, shimmering jazz glissandos, and various worldbeat-isms, all wrapped up tight as a dancer on opening night. There aren't any speculative or lazy musical nomenclatures; there are no hidden agendas or sloppy integrations here, everything from the compositions to the choice of musicians — including drummer Jim Black, guitarist Adam Rogers, Eddie Simon on keys, David Torn on oud, and others — is woven together to create a dynamic backdrop that explores the limits of Jewish music and where the lines bleed to black and the rest of the world comes in and is informed by it. Indeed, oftentimes the feeling is more like listening to In a Silent Way or Miles Runs the Voodoo Down done klez style. There's the Miles Davis insistence on digging the maximal emotional content out of a series of riffs or vamps and discarding typical melodic changes or even modal changes in favor of a less-fixed solution to the musical interaction. But there are tough melodies, too, such as on "Hasidic Folk Song" and "Yashkar," where two types of Eastern scale intersect in the middle of an open rhythmic figure to create havoc on the improvisers. This is a movement-oriented record, this is not an avant-garde record. It uses prog rock and fusion to extend its inspiration and it does so with great taste, precision, and even humor. Soul Machine is highly recommended.
1. Yemenite

2. Hasidic Folk Song

3. Pyramid

4. Oyfin

5. Yashkar

6. Moses

7. A Desert Storm

8. Scroll

9. Deadly Play of Numbers

10. Noir

composed by Binney, Black, Ephron, Rogers, Simon, Torn

	Peter Clark  ERSKINE
	You Never Know
	1993 
	58:41
	label: ECM

John Taylor [p], Palle Danielsson [b], Peter Erskine [d].

[Музыкальная карьера P. E. началась в 1972 г., когда он присоединился к оркестру Stan’a Kenton’a. В 1978 - 82 г.  P. Erskine вошел в состав Weather Report и в период расцвета группы записался на ряде классических альбомов. Вместе с Pastorius’ом он образовал одну из лучших ритм-секций 70-х и начала 80-х годов. В 1979 г. Erskine заменил Steve’a Gadd’a в группе Steps [вскоре переименнованной в Steps Ahead], в 80-е он записы -вался с J. Pastorius’ом в составе его Word Of Mouth Big Band, а также аккомпанируя многим музыкантам на фирме ECM: с Abercrombie,   Garbarek, Marc Johnson [Bass Desires], G. Peacock, R.Towner, K. Wheeler.

	ESE
	Gack!
	1999
	55:17
	impro-music

label: Kemistri; (P) Jazzland (Norway), (C) EmArcy (Universal Music) (Norway).

ESE: Eldbjorg Raknes, Sidsel Endresen, Elin Rosseland. (Вокальное трио импровизационной музыки).

all compositions by ese

I am proud to present the vocal group ESE as the first release on our new label KEMISTRI.

In my opinion, this album is an "ahead of its time" journey through new ways of making music and a new approach to voice treatment and to the "vocal-group" concept.

The material on this album is totally improvised, and the listener has a unique opportunity to share in the development of the different parts together with ESE .
After listening through the album a couple of times, I started to recognize the songs in a completely different way than I've been used to with music. Check it out, and you will know what I mean!

The album is done by three of the finest singers in jazz today, and I am impressed by their courage and their willingness to "move on" as musicians.

GACK!! Will undoubtedly become a "classic". KEMISTRI will continue to release music "on the edge", music making use of new inputs. Hopefully we will be able to keep up with the high standard of this first release.

Bugge Wesseltoft (см. в 'Acid')

	Ellery  ESKELIN
	The Sun Died
	1996 
	52:13
	Ellery  ESKELIN - см. проект JOINT VENTURE; тж. c: Eugene CHADBOURNE (в 'Alternative'); Rabih ABOU- KHALIL;

label: Soul Note

Ellery Eskelin  [t s]; Mark Ribot (см) [g]; Kenny Wollesen [d].

Plays (mostly): Gene Ammons.

“Ellery Eskelin could get away with murder. That tone is all the alibi he’d need. With his beautiful, meaty, oscillating yow, the tenor saxophonist and long-time New York resident knows how to hook listeners by incarnating the horn’s romantic tradition while inking fresh initials on its tattooed heart.” --- Jazziz

  [...] In 1941, a 16-year-old tenor player named Eugene ‘Jug’ Ammons first came into the public ear with trumpeter King Kolax’s band at a black-owned club called the Parkway, right here. Ammons’ music hasn’t exactly been a maypole for post-60s creative music. Soul-jazz’s mixture of gospel, goodtime, bop, roots, and directness was perhaps seen as too mainstream, too basic, too bluesy, its popular appeal taken as a sign of commercial concession rather than excellence, even in the city of the AACM. Familiarity breeds contempt, perhaps. But on ‘The Sun Died’, Eskelin exposes the flaw in this logic, drawing attention to Jug’s boldness, his hard-hitting tone and the elegance and durability of his compositions. Ammons was the epitome of post-bop Chicago tenors, sowing the same seeds that Johnny Griffin and Sonny Stitt did in New York, where the Baltimore-born Eskelin and both his accomplices reside. 

  [...] The grungy, go-for-broke recklessness of Ribot on ‘Jivin’ Around’ (#8) and ‘Precious Memories’ (#9) reminds me of Hound Dog Taylor and all his hellhound Houserockers, while Wollesen’s simpatico drumming calls to mind something Dave Waldman once explained to me – namely, that the reason blues drummers like Fred Below were so great was that they were jazz drummers to start with, and further, that it was funk that fucked up the post-70s blues revival. Straight strokes, loose feel; none of this tight-ening up or in-the-pocket slick hip-hugging, please. As we zoom back up LSD, directly west of us lies the site of the Plugged Nickel on Wells Street, where, after years of prison time for narcotics, Ammons made a late-60s comeback before he died in 1974. ‘The Light’ (#10) ends our trip through the once-thriving, now-desolate south side with a note of optimism and the joy of having the spirit awakened. Or maybe, as Eskelin has with Gene Ammons, having the spirit reawakened. Praise be the Jug, I’ve seen the light!      

 --- John Corbett

	Ellery  ESKELIN
	Ellery  ESKELIN & Han BENNINK:

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

rec. 1998

Ellery Eskelin – tenor sax

Han Bennink (см.) – 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]

	Ellery  ESKELIN
	Ramifications
	2000
	60:11
	label: Hat Hut

rec. 1999

Ellery Eskelin – tenor sax

Andrea Parkins (см.) – accordion and sampler

Erik Friedlander (см. в 'Alternative') – cello

Joe Daley – tuba

Jim Black (см.) – drums and percussion
Eskelin is such a fine player that, like the best jazz musicians, every note he blows seems just right. For this session, he augmented his trio (drummer Jim Black and accordionist Andrea Parkins) with cellist Erik Friedlander and tubaist Joe Daley, and although these are two outstanding players, he does not seem quite sure what to do with them. Eskelin describes some of the seven compositions as "episodic (overall balance being the key issue)" and others as "cut whole from the same cloth," but in the end this studio recording does not stand up to the pared down trio with which the saxophonist seems much more comfortable. There is a disconcerting meandering static quality that seeps in and saps the energy from the group interaction. Some of the characteristic humor found on other Eskelin sessions is missing, too. Still, there are the usual strong efforts from the trio members, including the leader. With so many fine albums released under Eskelin's name (on this label and elsewhere), there are better places to discover the work of this great player. 

Penalty Phase

Ramifications

Museum Piece

Resident Alien

Title Piece

Contact

Transistor

	Ellery  ESKELIN
	The Secret Museum
	2000
	61:06
	free impro

label: Hat Hut www.hathut.com  edition of 3500 CDs

rec. in Switzerland, Nov. 1999

all compositions by Ellery Eskelin

Ellery Eskelin [t s]; Andrea Parkins (см.) [accordion, sampler]; Jim Black (см.) [perc].

The Secret Museum refers to both the individual and collective experiences that all of us carry around in our daily lives. We are each a secret museum of experiences and remembrances of events gone by, places that have since changed, people that are no longer with us. Music can be an excellent medium by which to express these lost times and places and bring us to new places as well. It's been very rewarding to present the strange and sometimes con​flicting elements of my musical psyche to listeners around the world, opening the door to my own secret museum of the past, present and future ...                                                                                                                    -- Ellery Eskelin
1. Prelude

2. You'll Know When You Get There...

3. Vox Organalis

4. Paris Swallowtail

5. We See

6. Sequence/Consequence (1)

7. Nymphaliadae

8. Sequence/Consequence (2)

9. Mediation

10. Ephemera

biography

Tenor saxophonist Ellery Eskelin was born in Wichita, KS, in 1959. He was raised in a musical home in Baltimore, MD, by his mother, Bobbie Lee, who played Hammond B-3 organ and led her own jazz groups during the '60s. Eskelin began playing the tenor saxophone when he was ten years old and knew immediately that he wanted to be a jazz player. He began working professionally while still in high school, and in 1973, began attending annual week-long summer residences with Stan Kenton & His Orchestra at Towson State University, where from 1977 to 1981 he was a student. In 1983, Eskelin moved to N.Y.C. to study and play, and it was here that he first really listened to music by his father Rodd Keith, who worked in the song poem industry during the '60s and '70s. Although Keith became a sort of cult figure due to his music, Eskelin was not as musically influenced by his father since he did not hear his music until this later date. Four years later, Eskelin appears on his first recording, Joint Venture, with Drew Gress and Paul Smoker, released by the Enja label. Over the years, Eskelin has developed a strong individual approach, combining jazz roots with various concepts of independence and role changing in an attempt to play freely, while still paying attention to harmony, time, and form. In 1994, he formed a trio with Andrea Parkins and Jim Black which has released structurally tight and enjoyable albums, mostly on the Hatology label. By 1999, Eskelin had released ten albums as a leader and appeared as a sideman on over 20 other releases.

	Ellery  ESKELIN
	Forms [Hat Hut]
	2004
	62:25
	label: Hat Hut

rec. 1990

Ellery Eskelin – tenor sax

Drew Gress – double bass

Phil Haynes – drums

Of all the downtown New Yorkers on the jazz scene, especially those who come from the avant-garde, saxophonist Ellery Eskelin is the one who has made the most use of the various forms of the jazz tradition. On this recording from 1990, Eskelin - accompanied by bassist Drew Gress and drummer Phil Haynes - makes an overt gesture to his influences on the one hand, but uses his abilities to work out further inside the given forms he's learned. Hence, all the tracks - with the exception of a phenomenal reading of Duke Ellington's "African Flower" - are elemental structural pieces designed to express the very form they were composed in, which includes the album's concluding piece, Dizzy Gillespie's "Bebop." But it isn't enough to play exercises, at least not for Eskelin; he has to make creative use of these shapes and extend his compositional and improvisational palette, too. On "Blues," he takes the standard I-IV-V progression and gradually opens it up to include the bopper's take on playing the scales in interval. With "In Three," he uses triplets, triads, and the trio itself as compositional devices, working combinations of the three sonorities to exemplify that an entire composition can be made infinite by a trio with just three of the right notes played by the right three players. On "Latin," Gress and Haynes get to work out their craftiness in polyrhythmic time and irregular intervallic figures as Eskelin seeks folk melodies and modalism to anchor himself in the middle. Finally, with "Bebop," he takes Gillespie's original anthem as far outside as he can, keeping the same changes and harmonies, but turns up the heat and cranks the timbral palette to the outside, stuttering and spewing from his horn as Gress punctures the rhythm with a breathtaking solo. This is Eskelin jazz, folks; it's full of pathos, humor, and musically sanctified soul. Hat Hut reissued this set through its limited-edition HatOLOGY imprint in 2004, in an edition of 3,000 copies with new liner notes and a beautiful fold-out cover.

tracks:

Blues [Eskelin]

In Three [Eskelin]

Ballad [Eskelin]

Latin [Eskelin]

Fleurette Africaine [Ellington]

Vignettes [Eskelin]

Bebop [Gillespie]

	Juan Garcia ESQUIVEL
	See It In Sound
	1999
	39:08
	оркестровый инструментал
label: BMG

В том же роде см. – Martin DENNY; Spike JONES; Arthur LYMAN; Fred LANE;

Zounds! – Lost Sounds

Juan Garcia Esquivel is the undisputed king of space age bachelor pad music. He is a pop avant-gardist who, while embraced by fans of lounge music, is certainty not 'easy listening.' Unlike the composers of his day, Esquivel did not run a troupe of muzak induced zombies through mollycoddled blue-hair standards. His was not just a big band supped up with channel-splitting shin-diggery. He was pushing the outer limits of stereo. This was sonorama, music as mind enthralling as a journey to Mars or a perilous plunge to the depths of the bottom the ocean. Esquivel took the listener to the dizzying heights of musical passion. He was, recalled producer Johnny Camacho, "the one arranger who writes for stereophonic sound."

Esquivel is the bon vivant of today's revived cocktail nation. A cadre of youngsters who weren't even alive when Esquivel released his last album, Esquivel 1968!, are raising a collective martini in his honor. The plum of the lounge revival from Combustible Edison to Pizzicato Five, all name check him relentlessly as a musical inspiration. How did the man known as the Mexican Duke Ellington, whose albums never reached the Billboard Top 200 leave such a lasting impression today?

Stereo. Esquivel didn't invent stereo, but stereo might as well have been invented for him. Throughout the '50s and '60s he arranged and recorded a cavalcade of records that defined the ping-ponging, hi-fidellty generation. Latin-esque, Infinity in Sound - Volumes 1 & 2, Strings Aflame and Exploring New Sounds in Stereo were records that indisputably showcased the power of stereo. Trumpets would blare forth like Judgment Day, buzzimbas and ondiolines bounce from speaker to speaker like jetsetting playboys, while The Randy Van Horne Singers recited his trademark wordless 'zu-zus' with sexy atomic-peppered glee. It's no wonder that Esquivel had a exclamation point after his name. The Esquivel sound was so big, so spec​tacular, that there was no other way to do it justice.

Esquivel's sound was so unique, so different from that of his bachelor-pad contemporaries because his musical lineage was so extreme. He had more in common with musical absurdists Spike Jones and Carl Stalling, than EZ favorites Les Baxter or Hugo Montenegro. Where most composers (i.e. Henry Mancini) were groomed within the context of the big band farm system, Esquivel's early sound took an entirely different path.

The earmarks that would become Esquivel's unmistakable sound developed south of the border. Born in Tampico, Tamaulipas in Mexico at the close of World War 1 on January 20, 1918, Esquivel found himself resettled in cosmopolitan Mexico City at the tender age of 10. His stereophonic experiments owe a legacy to his schooling as an engineer. But it was at XEW, the largest radio station in Mexico City, that Esquivel would develop his knack for quirky compositions and exaggerated arrangements. While still in his teens he was arranging and composing for radio. It was while working with Mexican radio comedian Panesco, that he developed 'descriptive sounds' – music to help listeners visualize oddball cues. He would cook up a musical melange like a Russian muzette for a cue of "a Frenchman walking in Russia." This skill would serve him well. He could take the sound of any nationality (i.e. the boogie-woogie, swing, etc..) and make it his own. Esquivel became known for his uncanny ability to contort any arrangement into a dance num​ber for his Mexican fans. Later he would bring his unique Latin arrangements to the world stage, but for Esquivel it was at XEW when the world's music went Latin.

In the late '50s, Tropical and Latin sounds were nothing new to American ears. Oresta Lopez composed the first mambo danzion back in 1938. The rumba was a ballroom fad for much of '30s. Cole Porter popu​larized the sound of the French Antilles with Begin the Beguine. The samba was so entrenched in pop cul​ture that even Walt Disney used it as a soundtrack to Donald Duck's adventures in Watercolor of Brazil. Perez Prado, Xavier Cugat, and Carmen Miranda were cherished members of every families record collec​tion. It was party music for a cocktail-swinging nation enjoying the good life. America had gone 'south of the border.' It was time for Esquivel to head north.

By 1958, Esquivel was a star. He had won numerous awards as the best piano player in all of Mexico. Juan started asking himself what challenges he had left. The answer came in a new sound – sonorama. It was a deft wordplay on the word 'panorama' – something that goes out past the limits – and it perfectly described Esquivel's new sound. Esquivel was using traditional instruments, yet creating drastically different sounds. When RCA Records and stereo came knocking, he was ready.

Stereo was introduced to a skeptical record buying public in 1958. It was viewed as dubious gimmick to increase record sales. This changed with the success of Enoch Light's Persuasive Percussion. The album was an immediate best-seller, and like greedy pan-handlers at a gold rush, the record companies started a stereo stampede. Esquivel was summoned by the RCA brass to christen its Living Stereo moniker with an album of his sonorama arrangements. When he replied that it would take him a year to whip his Mexican musicians into shape, he was quickly relocated to New York.

The best musicians in the world were located in the Big Apple. Esquivel's sounds were influenced and exe​cuted by them. Among them were Alvino Rey (king of the space guitar), Luarindo Almeida (The hi-fi bossa nova session superstar), Pete Rugolo (Stan Kenton's arranger), and Billy May (Frank Sinatra's trumpeter). They were so precise that it only took 3 hours for Esquivel to record his RCA stereo debut Other Worlds, Other Sounds, It took even less time to record the follow-up Four Corners of the World.
A dizzying array of albums soon followed. But it was Latin-esque that would be his sonic statement. Created as a stereo demonstration record for RCA's new 'Stereo Action' series it was designed to push the boundaries of sound. It was an audiophiliac's orgy. Esquivel had become the ringleader of an aural circus. His baton would direct the listener to his acrobats – the all too willing vertigo inducing notes on the staff.

Although each Esquivel record was spectacular, his sessions were becoming more and more expensive, culminating with Latin-esque. Esquivel pushed the boundaries of stereo separation by actually hiring two dif​ferent orchestras to record the album. One orchestra would record the left channef in Studio A, the other, the right channel in Studio B. They all played to a click track while Esquivel conducted over closed-circuit TV system. This method – while technically superior – wasn't exactly cheap. Even more alarming to the RCA boardroom was that the spiraling costs had still failed to produce a hit. In fact, no Esquivel record even made the Billboard charts. By 1961, only three years after his RCA debut, Juan Garcia Esquivel's recording career at RCA was nearing its premature end.

Recorded the following year, More of Other Worlds, Other Sounds was reportedly rejected by RCA. Bill Stewart's Albums Inc. Production Company shopped it to other labels eventually finding a home at Frank Sinatra's Reprise Records (Sinatra was a huge fan – and later often booked Esquivel at his Vegas casinos).

Which brings us to Esquivel' lost masterpiece – See it in Sound. The title is a wordplay on the Stereo Action moniker – 'sound your eyes could follow'. The theory was that the music was so visceral, so vibrant that you could actually watch the sound travel from speaker to speaker. The Stereo Action series was an audiophile's dream. With their die-cut sleeves, and sexy outer space imagery -- they are some of the most sought after (and expensive) easy listening records today.

In 1960, Esquivel decided to record a big band FX laden record. It was in the tradition of record collector favorites Zounds! What Sounds!, Shock and La Dolce Hencke. It was heavily influenced by musical visionary Spike Jones. Esquivel for the first time began to incorporate the sounds of the real world into his arrangements. The sounds were not simply added into the arrangements as if they were an afterthought or souped up hi-tech Band-Aids. The new 'real world' sounds were integral to the texture of the piece. It was revolutionary, it was genius – and it was just way too bizarre for the brass of RCA. Citing it as too weird, they rejected the second Esquivel album in a row. And although Esquivel claims, quite truthfully, that he was to busy working on his live show The Sights and Sounds of Esquivel to make another record, it was probably RCA's rejection of See It In Sound that was the main reason he didn't record another album for three years. Time though, would prove Esquivel's marriage of music and effects as visionary. Within just a few years, The Mystic Moods Orchestra scored a hit with One Stormy Night, an album which utilized the exact same techniques that Esquivel pioneered on See It In Sound, One Stormy Night uses the rhythm and sounds of a freak Los Angeles thunderstorm to create an electrifying album of musical selections played simultaneously with recorded sound effects. It spawned a whole new genre known as 'beautiful music.'

In truth, See It In Sound was not really that radical of a departure from the patented Esquivel sound and process. It was a mix of standards (so the listener could marvel at his arrangements) and his own origi​nals. It was supped up Latin textures viewed through 3-D glasses. Recorded in just a few short weeks in May of 1960 in Hollywood, with producer Neely numb, See It In Sound would never see commercial release – that is – until now!

See It In Sound is a musical odyssey. It is a gentlemanlike volley between uptown sophistication and trop​ical adventurism. The journey commences with The Peanut Vendor (El Manisero). Starting with Arthur Gleghorn's lone flute wafting over the sounds of an urban sprawl, we travel through a light Latin shuffle. It is also in The Peanut Vendor that we get first taste of how different See It In Sound will be, as we hear woodpeckers peck, horses clip-clop by, and clocktowers chime.

Amazon Paddle Boat is one of Leon Pober's four contributions (along with Latingo, Inca's Dream, and Walk To The Bull Ping) to See It In Sound. Pober's compositions are Esquivel's closest flirtation to the sound of Exotica. Hawaiian Martin Denny had recently topped the pop charts with Exotica, and including these numbers -- if intentional – was Esquivel's most calculated commercial move in his career. The departing horn of Amazon Paddle Boat bids us welcome to South America. Exotic marimba, sultry saxo​phone, and chirping birds take us for a journey down the world's longest river – The Amazon.

A film begins to run at the start of Honky Tonky Cha-Cha, Esquivel's lone original composition on the album. One of Esquivel's signatures is his ability to blend different cultures and sounds into a musical gumbo. Here he effortlessly mixes a honky tonk Frontier barroom piano with a cha-cha tempo.

Without comprehensive explanation from Esquivel, we are sometimes left to surmise the maestro's inten​tions. On Cumana a ringleader introduces the "fabulous and elegant Fernando and Lupita" to a cheering crowd. Are they dancing bears at a circus or a stylish couple demonstrating the latest European dance steps?

The indisputable centerpiece of See It In Sounds a riveting six minute Brazil. In this version Esquivel's jetsetter visits a variety of downtown nightclubs – where each band is playing an entirely different ver​sion of the samba standard Brazil. We hear our barhopper hailing taxis, entering illicit speakeasies, dancing with giggling girls, clinking ice-cubes in his Scotch, and finally being involved in a barroom brawl. Each club our tour guide visits is playing Brazil – at a different tempo and rhythm. It is perhaps Esquivel's finest moment as an arranger.

Mystic Moods' Leo Kulka and Brad Miller must have heard this thrilling rendition of Chubasco as the parallels between this Flamenco thunderstorm deluge and Mystic Moods hit album One Stormy Night are too similar to just be coincidence. Guitarist Luarindo Almeida (a star his own right with The Bossa Nova All-Stars) opens the track with a Flamenco guitar flourish that would make any woman weak in the knees. As the storm builds Esquivel whips his orchestra into frenzy complete with castanets. As the storm subsides we are left with a soft exotic vibes, waking parrots, and the lolling surf.

Esquivel chose to continue his Spanish journey with Walk to the Bull Ring. A marching band (and lone yipping dog) herald the arrival of Spain's greatest matador. We follow his path as he enters the bullring where cheering crowds enthusiastically greet a Sunday afternoon bullfight.

With Aurora we see Esquivel selecting a popular standard to showcase his arrangements. It was com​mon tactic which Esquivel likened to copying the painting of a master. He loved for his listeners to mar​vel at his skills. In Aurora, Esquivel reworks an old chestnut by accentuating playful vibes with drag rac​ing cars.

Esquivel's enchantment with supposed Incan Sun God Yma Sumac is apparent on Simitau. Is this a warrior's dream? Do we hear ancient murmurs and war chants as we wind like a snake down an imagi​nary mud-entrenched river towards a hidden temple?

Inca's Dream, possibly the shortest Esquivel track ever at one minute and 27 seconds, features the pan flute as we listen to the gunfire of an approaching army from our mountainous hideout in the sacred mountains.

Originally titled Tropica – Latingo uses some of the same elements found on Pober's earlier composi​tions – the paddle boat, the birds of South America, the lolling waves... With cascading harps and play​ful waterfowl it could be a vintage Les Baxter or Martin Denny track. It is as if we have found the lost soundtrack to Disney's Jungle Cruise.
We can only surmise why See It In Sound has remained buried in a vast RCA library for so many years. It is the lounge generation's Smile or The Black Album. It is his lost masterpiece. We are only left to guess what might have been had RCA released this classic in a timely manner. Would Esquivel have eschewed Vegas for even more daring arrangements? We will never know. Even now, as Esquivel enjoys a sleepy retirement at his brother Sergio's villa outside of Mexico City, we can only dream of the return of the king of space age bachelor pad music.

Sam Wick - Lounge Magazine
1.The Peanut Vendor [El Manisero] (Moises Simons) Serial #: L2PB 0408   Recording date: 5/19/60
2. Amazon Paddle Boat (Leon Pober) L2P&0413   6/1/60
3. Honky Tonky Cha-Cha (Juan Esquivel) L2P&0414   6/1/60
4. Cumana (Barclay Allen) L2PB0411   6/1/60
5. Brazil (Ary Barroso) L2PB0405   5/18/60
6. Chubasco (Luarindo Almeida, George Fields) L2P&0410   6/1/60
7. Walk To The Bull Ring (Leon Pober) L2PB-0407   5/19/60
8. Aurora (Mario Lago, Roberto Roberti) L2PB0412   6/1/60
9. Similau (Harry Coleman, Arden Clar) L2PB 0404   5/18/60
10. Inca’s Dream (Leon Pober) L2PB-0409   5/19/60
11. Latingo (Leon Pober) L2PB-0406   5/18/60
All selections were recorded at RCA Studio 1, Hollywood, CA

All selections are previously unreleased.

	ESTRADASPHERE
	Buck Fever
	2001
	72:31
	label: WoM

Timb Harris: solo violin, violin sections, solo and section trumpets, mandolin, euphonium, keyboards

Tim Smolens: upright bass, hollowbody and el bass, bowed bass sections, keyboard, synth programing, techno loops

Jason Schimmel: ac & el guitars, baritone guitar, sitar guitar, banjo, lapsteel, keyboard

David Murray: drums, dijiridu, percussion, new age keyboards

John Whooley: tenor, alto, baritone, soprano saxophones, flute, vocals, throat singing, percussion, accordion, piano, cp-70, el piano, clavinet

Супер-fusion: такой бурной смеси не было, а может, больше и не будет. Использованное в названии проекта слово "эстрада", вообще обозначающее довольно широкое пространство, здесь кажется слишком узким. Такой вот джаз!
1. Buck Fever 

2. The Dapper Bandits

3. The Silent Elk of Yesterday 

4. Crag Lake 

5. Meteorite Showers

6. The Bounty Hunter

7. Super Buck II 

8. Millennium Child 

9. Trampoline Klan 

10. Burnt Corpse 

11. Rise 'n Shine

12. The Bride of the Buck 

13. A Very Intense Battle 

14. Green Hill 

15. Jove Malle de Mone / Feed your Mamas Meter (remix 2001)

16. What Deers May Come

	ETHNIC  HERITAGE  ENSEMBLE
	The Continuum
	1997
	64:24
	label: Delmark (Chicago). Recorded in 1997.

Kahil El’Zabar (см. тж. RITUAL TRIO) [d, perc, African thumb piano, v]; Joseph Bowie [trb, perc]; Ernest ‘Khabeer’ Dawkins [t&a s, perc]; ‘Atu’ Harold Murray [perc, v (#1)].

	Robin  EUBANKS
	Different Perspectives
	1988 
	53:25
	Robin EUBANKS - см. тж. с: Grover Washington; Bobby Previte; Dave  Holland; Sadao  WATANABE; Cassandra  WILSON; тж. с Joe Jackson  в секции ‘Alternative’;

post-bop

label: JMT

Robin Eubanks [trb]; Kevin Eubanks [g]; John Weidman [p, k]; P.Washington [b]; Jeff «Tain» Watts [d]; a.o.

Midtown   6:29 

The Night Before   5:01 

Taicho   7:20 

You Don't Know What Love Is   9:03 

Overjoyed   5:02 

Walkin'   7:19 

Different Perspectives   12:53 

	Robin  EUBANKS
	Dedication
	1989 
	50:07
	label: JMT

Robin Eubanks with: Steve Turre, Mulgrew Miller, Charnett Moffett, Tony Reedus.

	Robin  EUBANKS
	Mental Images
	1994 
	58:46
	label: JMT

Robin Eubanks with: Dave Holland, Randy Brecker, A. Hart, Marvin «Smitty» Smith, and oth.

	EUROSIB  INTERNATIONAL  JAZZ  ORCHESTRA
	School Copybook
	1993
	62:39
	plays jazz standards

   Очень высокая репутация Евросиб Интернэшнл биг бенда как одного из лучших джаз-оркестров России — совершенно оправдана. — Д. Ухов.

	(Bill  EVANS)
	Paul Motian plays Bill Evans
	1990 
	55:59
	label: JMT

Bill Frisell [g], Joe Lovano  [t s],  Marc  Johnson [b], Paul Motian [d].

	Bill  EVANS  & PUSH
	Live In Europe
	1995
	70:02
	funk/fusion 

label: Lipstick

Bill Evans [s&t s]; Gary Poulson [g]; Charles Blenzig [k]; Ron Jenkins [b]; Scooter Warner [d]; Manolo Badrena [perc, v].

	Gil  EVANS
	Gil  EVANS  & The  MONDAY NIGHT ORCHESTRA:

“Bud & Bird”
	1986
	66:42
	Feat.: Lew Soloff [tp], Bill Evans [ts, ss, fl], Hamiet Bluiett [bars, cl, bcl], Hiram Bullock [g], Mark Egan [b], Danny Gottlieb [d], a.o.

Live at Sweet Basil

	Gil  EVANS
	Gil EVANS & Steve LACY:

"Paris Blues"
	1988
	60:07
	label: Owl

rec. Nov. 30 – Dec. 1, 1987

Gil Evans [p, el p]; Steve Lacy (см.) [s s].

1. Reincarnation of A Love Bird

2. Paris Blues

3. Esteem

4. Orange Was the Colour of Her Dress

5. Good Bye, Pork Pie Hat

6. Jelly Roll

7. Esteem

	EVERYMAN  BAND
	Without Warning
	1985 
	45:48
	label: ECM

Marty Fogel [s-s]; David Torn (см.)  [g]; B.Yaw [b]; M.Suchorsky [d].

	EVIDENCE
	Musique De Thelonious Monk
	1993
	65:38
	free-jazz interpretation

label: Dame (Montreal)
Jean Derome (см. в 'Alternative') [a s]; Pierre Tanguay [d]; Pierre Cartier [b].

  Evidence: something legally submitted to a tribunal to ascertain the truth of a matter.

  Evidence = “свидетельство”, “очевидность”, “явность”. Характерная особенность того, что захватывает душу с такой силой, что невозможно не свидетельствовать, не провозглашать истину, реальность. Трио Evidence посвятило себя исключительно музыке Телониуса Монка. Этот диск был создан и издан самими музыкантами и не получал никакой финансовой поддержки.

  Evidence — на любом языке (фр., англ., исп., итальянский — то же значение) это слово всегда прекрасно; — сильное, музыкальное, необходимое. Это слово необходимо, когда возникает влюблённость. Или когда говорят о музыке Телониуса Монка.

  Из всех великих музыкантов джаза (Паркер, Мингус, Колтрейн, Пеппер, Долфи, Конитц, Роллинс и все остальные поэты этого круга), Монк — самый “очевидный”. Это необъяснимый. Это — так. Просто-напросто. И всё, к чему он прикасается, становится музыкой музыкой Монка. От молчаний до диссонансов, Монк — в высшей степени композитор. Всё то, чего он хоть слегка касается, ему принадлежит: например, Tea For Two, и другие композиции Еллингтона (его единственный метр?), которые он встряхнул, истолок, затемнил, захватил силой. И весь Монк — несколько дюжин вещей, которые он написал — могут быть интерпретированы чередой друг за другом, как одна целая очень длинная вещь, необъятная, исполненная мистических тайников и источников небывалого счастья. Это и является замыслом настоящего проекта Cartier - Derome - Tanguay.  A l’evidence...

— Robert Daudelin, 1993. (пер. c французского)

	Cesaria  EVORA [v] --  см. в ‘Latina’ section
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	EXILES
	Stranded In Paradise
	1990
	55:16
	label: Leo

Exiles: Greg Mills & Jay Zelenka

Jay Zelenka [kalimba, fl, wood & bamboo fl, perc, prepared piano, a s, bowed gongs]; Greg Mills [p, perc, celeste, kalimba, prepared piano, temple bowl gongs].

Rec. in USA, 1989.

1.
DEVOTION
10'43

2.
NOCTURNE
3 48

3.
IN CORPOR ANDES
3'30

4.
SONAIRE: SUBTERRANEAN FOREST 5'09

5.
OUTSIDE THE GATES, PART 1
5'18

6.
OUTSIDE THE GATES, PART 2
4'15

7.
TEMPLE OF FIRE
5'30

8.
NEW WORLD RAGA
11'34

9.
SONAIRE: FORBIDDEN PLANET
5'09

WITH THIS release, Exiles gains a deservedly wider, and more proper, avenue to their audience. They bring with them a 15-year history of continual refinement and exploration with an attendant string of independent releases charting the course. As with any innova​tors, acceptance of their collected visions has been dependent upon those with awakened parameters of listening ability. To quote the confoundments encountered by Stravinsky, Coltrane, Braxton and the host of aural pioneers would not be inappropriate, for, as the latest in that lineage of rules-breakers and -makers, Jay Zelenka and Greg Mills have long plunged into the water's depths, floating back the exotica of a world beyond vision's norm, much to the bewilderment of those lost in a fog of conditioned expectations.

Looking at musical culture, we are left with few correlates; even the wilder shores of what is otherwise termed "progressive" or "avant-garde" have rarely entertained the idea of a style this free: amalgamating influences so diverse as to create not merely new music, but new forms, new approaches to composition and a previously unimagined vocabulary of expression. Only jazz, with the technical proficiencies of classicism, forward-thought of progressive rock, and particularised mindset completely its own, could spawn its own orphaned children: the free-jazz ensembles. Even without road maps, there are lands to be discovered, routes to be charted. Aural explorers can easily become lost in this uncharted territory. The successful utilise the same trappings, but possess that perception and expertise allotted only to those whose purpose cleaves closest to the bone. These are the makers of new music, the voyagers who bring back treasure from the unmapped lands beyond.

To listen to Exiles' sonic creations is to brave the heart of the rain forest: the wonders of the uncivilised expanse of man and nature coalesce into a heady brew that suffused the body in a single breath and the brain with but a thought. Time suspends itself, the listener crystallises in an emerald forest with the bric-a-brac tintinnabulations of raucous birds, clattering foliage, quickening zephyrs of chaotically harmonising wind-ulations and the multitudinous presence of insects, softly padding phantoms and even more mysterious energies.

"Sonaire: Subterranean Forest", the centrepiece of this compilation, is the latest in a series of percussion based sound-scapes featuring the miscellaneous potpourri of Exiles' huge instrumental arsenal: whistles, bells, thundersheets, wind-wands, bird and animal calls, prepared piano, etc. This dense polyphonic work is complemented by its companion. "Sonaire: Forbidden Plane"; an eerie unearthly world is created through the harmonic interplay of bowed gongs, piano and celeste. Mills piano work, highlighted on several "live duet" pieces for flute, sax and piano, is as pristine and forceful as ever, but it is Zelenka's winds and reeds that raise an eyebrow this time around particularly his saxwork. There is a signature here previously unseen, which goes a step beyond an explanation of maturation.

"Devotion", driving aspects of form and inspiration form Indian ragas, is played on piano and kalimba. Essentially a live performance, electronic pitch transposition is used on both instruments creating unusual timbres and a multi-voiced kalimba not naturally possible for a single player. While kalimba functions in a sense as bass and rhythmic anchor, lead lines are exchanged throughout this lush dialogue. "New World Raga" reflects similar ethnic influences and formally has much in common with Indian jugalbandi. Here Mills and Zelenka play a duet for kalimbas; piano lends the tonic drone traditionally provided by tamboura. A slower development than the more ecstatic "Devotion" allows an intimate exchange of rhythmic and melodic ideas. Exiles' kalimba duets offer a unique exploration of tunings, scales and styles of virtuosic playing not normally evidenced in traditional or modern kalimba music. "Temple of Fire" is an "active meditation" for tuned temple-bowl gongs, wood and bamboo flutes. Electronic pitch transposition is used on one track to create a bass flute voice one octave below the natural range of the instrument. Here, and in the "Sonaires", multi-tracking is used to flesh out compositions beyond the necessary limitations a duet must plan for. Most overdubbing is "live" with both musicians playing simultaneously as successive tracks are laid down; successful use of this high-risk approach imports an immediacy to even the most complex multi-track compositions.

If art can be said to have a single over-riding purpose in human culture, that purpose is essentially religious: to liberate us from the commercial monasticism of history. Beyond the technology that merely allows an approach is the living experience: Whispers of unseen forces permeate Exiles' music.

We are all STRANDED IN PARADISE. Exiles' music call us to wake-up and move onward toward the ancient future: Stop talking. Stop thinking. Simply open your ears wide and listen. You may enter a new reality, strangely familiar but previously ignored. The antidote to artifice is here.

MARC S. TUCKER

	EXODUS Quartet
	Way Out There
	1996
	68:40
	acid jazz (USA)

Written and Produced by Eric Hilton + (#10 – Corcovado – by A.C. Jobim)

Eric Hilton [b, loops]; Al Williams [sax, fl]; Topaz [sax]; David Hanbury [g]; David Ylvisaker [p, hammond, k]; George Mitchell [organ]; David Bach [vibes]; Greg Grainger [d]; Rene Ibanez [perc]; Bitch Jackson [congas]; Kaze [voice]. (Состав варьируется)

Exodus Quartet began not as a band but as a warehouse party production team headed by Eric Hilton. Raided on a diet of 60’s ska, 70's funk, mod, bossa nova, salsa, latin jazz, reggae, hip hop, and straight ahead jazz, Eric and partner Farid Ali, founded the club night, Exodus. From summer 1991 to summer 1993, Fridays in Washington DC were Exodus nights which featured an incredibly diverse crowd, "funky" locations, and an unconventional musical format derived from Eric and Farid’s personal musical backgrounds. The uniqueness of the club is still legendary and the esthetic lived on at Eric and Farid’s latest club, The Eighteenth Street Lounge.

Exodus Quartet was born out of Eric's desire to create his club atmosphere on record. Originally a four piece, the band has grown into a collective which draws from a pool of talent in the DC area. Way Out There, their debut album, was painstakingly recorded over 3 years as Eric Hilton redefined his craft as producer and arranger. We hope you enjoy Exodus Quartet, which Eric sees as "a journey away from the norm, a unique blend of musical forms both past and present. "


