	CACHAO
	Cuba Linda
	2000
	77:07
	Великолепный кубинский джаз-латина проект.

	John  CAGE

 --- см. в секции Alternative
	
	
	
	

	Uri  CAINE – см. в ‘Alternative’
	
	
	
	Down Beat 48th Annual Critics Poll: Electric Keyboards Of The Year TWDR (2000) 

	CANADIAN  BRASS
	Basin Street
	1987
	58:48
	Frederic Mills [piccolo & B-flat tp]; Ronald Romm [B-flat cornet]; Eugene Watts [trb, euphonium]; David Ohanian [fr h]; Charles Daellenbach [tuba]; + George Segal [banjo, v].

Brass players are very fortunate musicians: Not only have we shared in a long classical music tradition, we are also an integral part of a rich Dixieland heritage. Dixieland represents a truly North American art form, which, from its inception, welcomed brass performers. This recording is based on "standard" repertory that emerged in the first half of the twentieth century; all the pieces have been arranged for us by the pianist, composer and arranger Luther Henderson. Having grown up in the Dixieland era, Luther was exposed to the great musicians responsible for this unique style of performance. He said the following about his role in preserv​ing the authentic character of Dixieland: "I think it is important to write everything down -- in the same fashion that we have the notated variations of Paganini or Liszt. All the great virtuosi performed in a way equiva​lent to the jazz experience, in that they had some portion of their concert devoted to improvisation. Dixieland is the kind of improvisation that has grown up in America where black -- African music traditions were superimposed on imported European marches, church music, and the like. Some of these improvisations became standard, so that we have inherited the riffs, the sounds, the expressions, and a whole musical language called Dixieland -- and this can be notated. Mind you, it's very hard to notate anything like that -- maybe our writing will become some kind of a new standard. If I can put down on paper whatever I remember from the 30s and 40s, and vicariously from the important earlier twenty years, then I would like to do it. Maybe then we will have captured the essence of Dixieland for all time... for all future performers as well."

With Luther's incredible arrangements in hand, we chanced upon one further ingredient for this recording project. Sitting in a cafe one day, Gene saw George Segal walk by. Gene had seen George in a recent Tonight Show appearance where the actor had soloed on banjo with the Tonight ShowBand. After meeting, one thing led to another, and Gene suggested to George that he might enjoy getting together informally to play some Dixieland with us. When we did so, it was obvious that all six of us shared the same enthusiasm toward the music. We immediately invited George to join us on this album.

Throughout all of this music, each of us gets many opportunities to display everything that is characteristic, unique and challeng​ing for our instrument. George, Luther, and the five of us have approached this recording with the excitement of performing exceedingly beautiful and emotional music, and we have proceeded with an eye on both past and future music history

--- Chuck Daellenbach

	CANADIAN  BRASS
	Red Hot Jazz  (The Dixieland Album)
	1992
	62:49
	label: Philips Classics Productions

Often it occurs to me that misconceptions exist about what jazz is, i.e. how it is con​ceived and perceived in today's culture. The word "jazz" basically means "to stir up," "to enliven" or "to re-emphasise and redirect the action." Its foremost meaning denotes "action" or "activity" rather than an object or art form. Through usage the word "jazz" must, I believe, have transmuted into a noun, possibly in New Orleans, historically the cradle of jazz. African music intermingled with the multi-European cultures into which it was thrust in the United States, spawning the Afro-American music called jazz.

Jazz is informed and shaped by basic African rhythms and primal sounds as well as by seemingly unlimited improvisation. When improvisation is modified, edited, de​veloped and notated or otherwise recorded or codified for future performance, it be​comes composition. [...]

A composer usually starts at the beginning of the above sequence and works through "to communicate," where he is joined by the performer and/or the audience. A per​former usually starts at "to communicate" and may end at "to interpret," since from that point on he is approaching "to compose."

Moving along the scale with the Canadian Brass, the phrase "to jazz as written" is substituted for "to improvise" or "to jazz." This does not lessen the authenticity of their jazz; it merely points up its uniqueness, to wit: they're playing my jazz!     -- Luther Henderson

	CANADIAN  BRASS
	Ragtime!
	1995
	60:31
	Charles Daellenbach [tuba]; Frederic Mills [tp]; David Ohanian [horn]; Roland Romm [tp]; Eugene Watts [trb]; + the Iseler Singers.

	Vinicius CANTUÁRIA
	Tucumã
	
	46:43
	Vinicius Cantuaria (см. тж. с: Arto LINDSAY; Laurie ANDERSON в секции ‘Alternative’) [v, ac g, samples, perc, Indian wood flute, k]; Bill Frisell (см.) [el g]; Mark Feldman [vln]; Eric Friedlander (Feldman и Friedlander см. тж. с John Zorn (Masada), M. Ribot) [cello]; Laurie Anderson (см.) [vln, v]; Lois Martin [viola]; Arto Lindsay (см.: Lindsay; Los Amigos Invisibles) [el g]; Nana Vasconcelos (см.) [berimbau, panela]; Sean Lennon / Steve Cohen [b]; Joey Baron (см. тж. с John Zorn, Masada, Uri Caine) [d]; Michael Leonhard [tp]; Peter Apfelbaum [t s]; Josh Roseman [trb].

Звёзды современного джаза и альтернативы сделали этот праздник. Это нечто супер! Супер пряное, супер ароматное. С ярчайшей латина-подобной музыкой и великолепным бразильским (португальским) вокалом.

Pity the poor bossa nova — so lovely and vulnerable, so ripe for exploitation. From tacky, over-orchestrated takeoffs in the '60s, like Eydie Gorme's "Blame It on the Bossa Nova," to the recent surge of bombastic acid-jazz-, techno-, and pop-oriented flirtations, the beguiling Brazilian rhythm has been all but smothered by the affections of mis​guided suitors.

Singer/guitarist/composer Vinicius Cantuaria's music is a necessary reminder of the style, grace, simplicity, and melodic sophistication that denote bossa's unadulterated essence, qualities that have insured the music's classic stature.

Cantuaria's writing, as he eagerly acknowledges, is deeply rooted in the romanticism of the late Antonio Carlos Jobim, while his guitar comping echoes of Joao Gilberto, the singer whose off​beat strumming four decades ago for​ever cemented the seductive bossa groove. As a vocalist, the Amazonia native's cool, understated style pays homage to the reclusive Gilberto's hush-toned musings, while the buoy​ant, sunny vocal inflections he favors reflect the influence of frequent collab​orator Caetano Veloso.

Profound and at times as pronounced as they are, those influences don't hin​der Cantuaria's strong individual traits as a singer and songwriter. The album may have back-to-basics trappings, but Cantuaria and collaborator Ryuichi Sakamoto fill some of bossa's custom​arily spare nooks and crannies with enough judiciously employed ambient noise and electronic textures to define a '90s personality. This CD redefines the nonchalance and seductive qualities of pure bossa in a way that celebrates rather than simply mimics the genre's signature sound. —  Mark Holston, Wire

	Vinicius CANTUÁRIA
	Vinicius
	2001
	53:55
	label: Transparent Music (Columbia)  www.transparentmusic.com 

Vinicius Cantuaria [v, g, perc, k]; Website: www.vinicius.com 

with guests: Marc Ribot (см.) [g]; Bill Frisell (см.) [g]; David Byrne (см.) [v, g]; Caetano Veloso (см.) [v]; Brad Mehldau [p]; Marc Johnson [b]; Joey Baron [d]; Jenny Scheinman (см. тж. с Leni STERN) [vln]; Michael Leonhart [tp]; Peter Scherer [k].

"A quiet marvel." – "The Village Voice"

Brazil's most remarkable new singer-songwriter is joined by a stunning cast of international pop and jazz guest stars.

V.C.: thanks to Arto Lindsay, Herbie Hancock, Steve Cohen, Caetano Veloso [a.o.].

	CANVAS TRIO
	Moments with the Canvas Trio
	1998
	53:30
	label: Music & Arts

Joelle Leandre (см.) [b]; Carlos Zingaro [vln]; Rudiger Carl (см.) [cl, accordion].

Sixteen collective compositions of the Canvas Trio, performed by Joelle Leandre, bass, Carlos Zingaro, violin, and Rudiger Carl, clarinet and accordion.

Critic Art Lange writes in his liner notes: "All of the music on 16 Moments is spontaneously improvised; there are no predetermined themes or structures. This is not to say, however, that the music is not highly organized--it obviously is, and their reliance on spontaneity is controlled by acute parameters of formal construction, among them, intuitive logic, tacit aesthetic agreements, and associative interaction based upon close listening, appropriate contextual responses, and an empathetic climate. The trio works within a place where sounds register meaning through color, shape, direction, and gesture." 

Leandre has played and/or recorded with guitarist Derek Bailey, wind-player Anthony Braxton, trombonist George Lewis, and pianist Irene Schweizer, among others. Zingaro has collaborated with Braxton, Roscoe Mitchell, Leo Smith, and Richard Teitelbaum. Carl has been involved in improvised music since 1968, has been recording since 1972, and is a member of various European combos including the COWWS Quintet with Irene Schweizer.

	Ana  CARAM
	The Other Side Of Jobim
	1992 
	51:19
	label: Chesky

A. C. [v, g]; Steve Sacks [s s, fl]; Erik Friedlander [cello]; Matthew Dine [oboe]; David Finck [b]; Jamey Haddad [perc]; Sergio Assad [12-str g];  prod. by David Chesky.

Recalling his first meeting with Ana some years ago, Jobim says, “I could see at once she was a very talented girl.” Since then, Ana’s artistry has blossomed, as has her career at home and abroad. How appropriate, seeing that she was encouraged so early by the composer considered one of Brazil’s living national treasures. How appropriate that she now pays tribute to him with “The Other Side Of Jobim”. Jobim was already well-known in Brazil as a songwriter by the time the bossa nova boom of the 1960’s brought him the international prominence he had long deserved. Despite (or perhaps because of) bossa nova’s huge success, some critics condemned this “new thing” as background music. Those who were willing to listen more carefully, however, could sense Jobim’s deep roots in American popular music, classical music (especially the work of his compatriot Heitor Villa-Lobos) and Brazilian popular styles such as samba and choro. Jobim’s musical roots, stimulated by his unique melodic, harmonic and poetic gifts, have continued to bear musical fruit just as rich and satisfying today as thirty years ago. Given the phenomenal skill and uncompromisingly distinctive personality evident in his work in many different styles, it is no wonder that Jobim has long been known as “the Gershwin of Brazil”. 

One cold winter evening in 1980, an attractive young singer-guitarist fresh off the plane from Brazil visited me at my Greenwich Village apartment. “Teach me harmony!” she pleaded, so we sat down and studied “Meditation”, one of Antonio Carlos Jobim’s bossa nova masterpieces. Then she started playing me her own compositions. After listening for a few minutes, I was ready to ask her for lessons. It’s now spring of 1992, and Ana Caram has already recorded many of those wonderful songs of hers for Chesky Records. So it is entirely fitting that she now returns to the repertoire of the aforementioned Mr. Jobim, by far the best-known and best-loved of all contemporary Brazilian popular composers.  —  Steve Sacks.
Босса-нова, бразильский вклад в джаз — му​зыка не виртуозная и не слишком импрови​зационная. Для этого у неё чрезмерно опреде​лённая форма и чрезмерно безмятежное на​строение. Кроме того, босса-нова сильно выиг​рывает от наличия вокальных партий; её рас​слабленный настрой так и просит, чтобы кто-ни​будь мурлыкал под характерные аккорды. 

Именно мурлыкал: в этом секрет исполнения босса-новы. Ана Карам, бразильская дива, сек​ретом этим владеет в полной мере: она поёт уже более десяти лет, год за годом выпуская пластин​ки с одними босса-новами. Давно уже под​мечено, что люди с небольшим голосом зачас​тую поют с большим вкусом и тактом, ибо они лишены искушения щегольнуть техникой. Во многом именно по этой причине Ана Карам производит на редкость благостное и, если мож​но так выразиться, аутентичное впечатление. Она выпевает слова, мешая голос и дыхание, и от этого песни становятся мягкими, очень жен​ственными и очень грустными. Хотя их гармо​ническая структура и тяготеет к мажору, на​строение у них не самое безоблачное. По сути дела, это совершенно особый повествователь​ный жанр: истории, рассказанные в ритме бос​са-новы, как-то сразу понятны — хоть на каком языке их пой.

--- "Play"

	Alain  CARON
	Rhythm’n Jazz
	1998
	66:15
	funk/fusion
Alain Caron [fretless and piccolo basses, k]; Dennis Chambers [d]; Guy Dubuc [p, Hammond B-3]; Francois D’Amours [a&t s]; Benoit Glazer [tp (#2)]; Jerry De Villiers [g]; Luc Boivin [perc].

	Rudiger CARL
	Joelle LEANDRE & Rudiger CARL:

"Blue Goo Park"
	1993
	61:33
	free jazz

label: FMP

Joelle Leandre (см.) [double bass, v]; Rudiger Carl [accordion, cl, v].

Recorded by Jost Gebers and Holger Scheuermann on July 9 - 10, 1992 in Berlin.

The recordings were made in July during the 'Workshop Freie Musik 1992' in Berlin, a highly reputed festival annually organised by FMP.

 

RUDIGER CARL started off as a tenor saxophonist, then played the clarinet, and occasionally the accordion more ore less as a gag. In time RUDIGER CARL has become an accordionist and clarinettist who also plays the saxophone. Over the pas few years compositions, concepts, structuring guidelines, and pregiven rhythmical formations in music have not only become more important for RUDIGER CARL. In JOELLE LEANDRE he has found an ideal partner, has entered into a musical 'folie а deux'. She, who for years has devoted herself equally to composition (I'm thinking of solo performances of her own work and of works by John Cage, Giacinto Scelsi, Sylvano Bussotti and others) and free improvisation, (remember the years spent with Maggie Nicols, Irene Schweizer, Barre Phillips, Jon Rose and others) is a performer and singer as well as being a double bass player - she once referred to her voice as being her fifth 'string'. A wanderer between worlds with a rare intimate, physical, and at the same time kind of love-hate relationship with her instrument - she bows and plucks it, strokes and hits it, scrapes away on it and makes it screech - coaxes unheard of and un-heard tones out of it. 

BLUE GOO PARK is an excerpt from a road-movie, by which I donґt just mean that it is of film length and is very varied. It is two persons' conscious 'yes' for the here and now. Their ways of life come together, draw near to one another, and withdraw again - oui/oui, oui/non, non/oui, non/non. 

BLUE GOO PARK is music which does not belong to any specific category, music for a film which has not yet been produced, but which is created inside our heads whilst listening, Oui!
1. Oui-non (A)

2. Derek

3. Moondog in Erkenschwick

4. Fading Jay Gee

5. Little R. from little R.

6. Ron Ronade

7. Von wo das kommt, da will ich hin

8. 1. Verstorung

9. Tagesmusik I

10. Danke, Sozialversicherung

11. Taratata

12. Giant flandrique

13. Kurische Konige

14. Hush me now

15. Montmartre song

16. 2. Verstorung

17. Abundance-dance

18. Fattyґs lullaby

19. Don't think it's a relationship…

20. A deux, c'est mieux

21. Tagesmusik II

22. The worried song

23. Oui-non (B)

	Rudiger CARL
	Buben... Plus
	1995 
	72:55
	label: FMP

Rudiger Carl [concertina, accordion]; Hans Reichel (см.) [daxophone, violin].

e-mail: carl@pol-music.de
  Just like fireworks and recording sound in grooves, it seems that the roots of the concertina are Chinese. The first ‘free reed’ instrument in Europe was a Chinese sheng, inspiring a Mr Charles Wheatstone (1802-1875) to invent the concertina. It’s since patnered the violin very nicely in lots of Irish and English traditional musics, but this charming record reminds me more of African players like Noise Khanyile [см. в разделе ‘Africa’], who combines concertina and violin in the tradition of South African jive music.

  ‘Buben’, Mr Reichel tells me, in a fax so literate that it puts these notes to shame, «is a quite ‘out of fashion’ word... Generally (the singular form) ‘Bube’ means ‘young boy’, or ‘lad’, as Charles Dickens would eventually say. It also means a mischievous guy, a rascal». I also like the word ‘scallywag’ – they still use it in Liverpool, but shortened to ‘scally’. It’s that quality – expressed through rhytmic games, energy, chutzpa, an interest in exploring new and sometimes insane – sound areas – that Mr Khanyile has and which makes the CD you have in your hand so precious. (A devalued word, but I’m sticking to it). These scallywags have long since become thoughtful, smart, humorous gentlemen, but have lost none of their youthful energy.

  Like the great Bo Diddley, Mr Reichel started out on violin and switched to guitar. They both made guitars to their own, very special designs, incorporating the technical changes into their musical language. The invention of the daxophone signified a slight return to the earlier instrument, the dax being customarily bowed. Even more than the fiddle, it has a wonderful flexibility of pitch (Bo and Noise should try it) and, like his guitars, it’s very good to look at.

  People respond immediately to its human voice quality, and I hear a bit of singing by Mr Reichel on the 1978 tracks that maybe prefigures the dax, uninvented at the time of the LP release of this recording (1978). The two lads have conspired again to bring you new duets, this time between daxophone and «two accordions – a very big one and a less big one».

  In 1978, my chum Richard Leigh gave the LP what was for ‘Musics’ magazine a rave review – «It’s a record of people trying things, rather than just wearily doing things, for the millionth time».

  Unlike most deep thinkers, Mr Carl has consistently come up with fresh and spontaneous approaches. Given the impossibility of slithering through pitches in the manner of the violin, he has used the diatonic nature of his childhood instrument to wonderful effect. Another echo of the African townships, where the major chord gets used so often and with such power. Louis Moholo – who was in a trio with Mr Carl – told me that an accordion was a most highly-prized instrument. You probably already own some FMP records upon which Mr Carl plays clarinet and/or saxophone. Those are his main instruments, but his squashbox playing is right up there with Bernard Wrigley ‘The Bolton Bullfrog’, as far as I’m concerned.

  «Originally,» Mr Reichel writes, «the name of the LP was to be ‘Bubenziehen’ (something like ‘pulling jacks’). In those days there was a sort of drukard’s ‘game’ named like this in one of Wuppertal’s notorious night bars, and, as I heard (and slightly remember now), we obviously took part in that more than once. It goes like: the keeper mixes a pack of cards, and each of the customers in the round pulls one card. The one who uncovers the first Jack is supposed to define the brand of liquor to the drunk by the whole crowd a bit later – the second one sets the amount (small, medium, big), and on and on... anyway, the one who finds himself having drawn the forth Jack has to pay for the whole shit. A great chance to get twenty different liquors in your stomach without paying a dime».

  Not that that is compulsory for you, dear listener. This music can be enjoyed just as well whilst perhaps eating a good German cake, in honour of Mr Carl’s grandmother Tinka, who sensibly taught him to play the concertina.   --------    Steve Beresford [см.]

Rüdiger Carl: born 1944, Goldap (East Prussia); accordion, saxophone, clarinet, arranger, composer. 

Rüdiger Carl has been involved in improvised music from 1968, recording his first record in January 1972 and then playing with a wide range of musicians including Arjen Gorter, Makaya Ntshoko, Louis Moholo, Maarten van Regteren Altena, Tristan Honsinger, Johnny Dyani and Han Bennink. His long-standing partnership with Irene Schweizer began in 1973 and continues to the present day and for a three year period, from 1973 to 1976 he was also a member of Globe Unity Orchestra. He began to give solo performances in 1977 and in 1978 started two other long-term professional partnerships, with Sven-Åke Johansson and Hans Reichel. All three musicians were members of the Bergisch-Brandenburgisches Quartett (the fourth member being Ernst-Ludwig Petrowsky) and they have both appeared in duos with Carl, Carl and Johansson are members of the 'Swing Dance Band' (with Alexander von Schlippenbach and Jay Oliver), Carl and Reichel have been members of the September Band since 1993, and the trio of Carl/Reichel/Johansson has itself been performing since 1994 (see below). 

Rüdiger Carl has probably made the most striking change in improvised music, virtually forsaking the quintessentially jazz instrument - the tenor saxophone - and taking up one with totally different associations and means of expression: the accordion. This was manifest in recordings on Buben, his duets with Hans Reichel, and though he continued to play the two instruments virtually side-by-side ( in addition to clarinet), the - what some might deem to be drastic - move was completed and cemented on Vorn which even featured a version of Paul McCartney's Those were the days. Following this recording, the COWWS Quintet was formed, continuing Carl's musical relationship with Schweizer and adding Philipp Wachsmann, Jay Oliver and Stephen Wittwer. While quite varied moods are apparent from the recorded output of the group, the lasting impression is one of folk and song influences, emphasised by Carl's accordion. With the death of Oliver in 1993, the bass chair was taken by Barre Phillips for approximately one year and then by Arjen Gorter. 

Rüdiger Carl has continued to work with other musicians in addition to COWWS. Thus, the Canvas Trio was formed in 1991 with Joëlle Léandre and Carlos Zingaro, and in the same year he played in duos with Mayo Thompson of the Red Crayolas (who contributed to the second COWWS record) and Joëlle Léandre. From 1988 to 1992 he was concert organiser of 'Musik im Portikus' in Frankfurt/M. and from 1994 has been leader of the F.I.M. Orchester in Frankfurt/M. 

The trio of Carl/Reichel/Johansson played an intriguing set at Free Music XXII at Antwerp in August 1995. While this is no doubt a trio of individualists, the music was integrated to a level that might be suggested by the length of time the three have played together in a variety of circumstances over the years. One of the intriguing elements was the purely visual: Reichel, dressed in dark colours assuming a disinterested look, maybe having trouble with one of the spotlights shining into his face; Carl, also seated, body hidden by the large black and shiny silver accordion, face at times contorted, expressing complete involvement with the music and rather at odds with his sober appearance (light coloured shirt and slacks, tie), clarinet standing there isolated, untouched throughout the performance; and Johansson, smart, green-shirted with braces, on his feet the whole time and moving between two drums (one of them a large bass drum), two cymbals, a piece of cardboard packing case mounted on a stand, two large hand cymbals, a small red accordion and an array of household odds and ends dragooned into percussive use. 

The dynamics of the music did not vary greatly throughout the performance and neither did the tempo, the variety and interest coming largely from the interplay between the three musicians. Time was suspended on several occasions only to be interrupted by that type of accordian sound that Hollywood uses to signify a walk by the Seine or, again, by a horse-trotting scene from a Western, this time coming from Reichel, but each time the pastiche was taken to new pastures by the musicians and not simply played straight or for laughs. But laughs were also provided, particularly by the theatricality of Johansson, standing upright waiting for just the right moment to crash his enormous hand cymbals and then putting them down unsounded; or, towards the end of the performance, pouring a handful of something from a tube, cupping it to his mouth and then using a pea-shooter to send the peas bouncing off his own kit and that of another, previously lying untouched at the back of the stage. His recitative vocals also appeared to amuse some of the audience but, unfortunately, were unintelligible to this Englishman. I suspect that not all the performance was freely improvised but that some elements may have been suggested beforehand, particularly by Carl (as suggested in the sleeve notes to Blue Goo Park) but it was interesting to see and hear the selfless approach taken by the accordionist. The impetus for the music seemed to move between all three players during the performance and if Carl was the nominal leader he was certainly not imposing his presence on the others, almost the opposite, being content at times to take very much a supportive role for the more prominent comments of Reichel and Johansson. For one still (at the time) trying to appreciate the contribution of the accordion to free improvisation this was not only an excellent musical event but a confirmation that any instrument can provide stimulating music in the right hands. 

	(Rudiger CARL)
	CANVAS TRIO:

"Moments with the Canvas Trio"
	1998
	53:30
	label: Music & Arts

Joelle Leandre (см.) [b]; Carlos Zingaro [vln]; Rudiger Carl [cl, accordion].

Sixteen collective compositions of the Canvas Trio, performed by Joelle Leandre, bass, Carlos Zingaro, violin, and Rudiger Carl, clarinet and accordion.

Critic Art Lange writes in his liner notes: "All of the music on 16 Moments is spontaneously improvised; there are no predetermined themes or structures. This is not to say, however, that the music is not highly organized--it obviously is, and their reliance on spontaneity is controlled by acute parameters of formal construction, among them, intuitive logic, tacit aesthetic agreements, and associative interaction based upon close listening, appropriate contextual responses, and an empathetic climate. The trio works within a place where sounds register meaning through color, shape, direction, and gesture." 

Leandre has played and/or recorded with guitarist Derek Bailey, wind-player Anthony Braxton, trombonist George Lewis, and pianist Irene Schweizer, among others. Zingaro has collaborated with Braxton, Roscoe Mitchell, Leo Smith, and Richard Teitelbaum. Carl has been involved in improvised music since 1968, has been recording since 1972, and is a member of various European combos including the COWWS Quintet with Irene Schweizer.

	Benny  CARTER
	The Best of Benny Carter
	1980
	44:32
	label: Pablo

Benny Carter with: Cat Anderson, Ray Bryant, George Duvivier, Budd Johnson, Harold Jones, Mundell Lowe, Cecil Payne, N.-H. O. Pedersen, Nat Pierce, Jimmie Smith, Britt Woodman.

1. Three Little Words

2. In A Mellow Tone

3. Wave

4. Squatty Roo

5. It Don’t Mean A Thing (If  It Ain’t Got That Swing)

	Benny  CARTER
	Elegy In Blue
	1994
	69:27
	label: MusicMasters (USA)

B.C. [a s]; Harry ”Sweets”Edison [tp]; Cedar Walton [p]; Ray Brown [b]; Mandell Lowe [g]; Jeff Hamilton [d].

Recorded 1994

«...So fresh and vibrant that it is almost impossible to believe. He has survived every era, movement and fad, remaining true to himself and to his music.»

On Elegy in Blue, Benny Carter pays tribute to nine of his peers by performing a composition by each. The title track is Carter's own affecting dedication to these artists, most of whom were his contemporaries and several of whom were dear friends as well. Joining Carter in this all-star sextet are two of his oldest musical associ​ates: Harry "Sweets" Edison and Ray Brown. Benny and Sweets met in the late 1930s, when Sweets was a main​stay of the Count Basie   Orchestra. Their friendship and musical collaborations have continued over some five decades, spanning the heyday of the Hollywood studios, an extensive tour of the Middle East sponsored by the U.S. State Department in 1974, and countless concerts, festival appearances, and record​ings. Benny and Sweets always seem to bring out the best in each other's playing—the trumpeter's acerbic epigrams contrast perfectly with Carter's ornate filigrees. Carter's relationship with Ray Brown goes back to the early 1950s when they toured with Jazz at the Philharmonic and partici​pated (with Sweets) in many classic Verve recording sessions. Ray shows here why he is still the standard by which all bass players are measured. Mundell Lowe is another long-time colleague and a veteran of sever​al tours of Japan with Carter. In addition to his always tasteful and swinging solos, the guitarist's abilities as a rhythm player are especially evident on this session.

This is Carter's first recording with Cedar Walton, leader of the group Eastern Rebellion. Benny played a set with the pianist at the Nice festival a few years ago and was duly impressed. Although this company and repertoire are something of a departure for the pianist, he fits in perfectly; indeed, these surroundings seem to have brought out his lyrical side and he, in turn, added a new dimension to  the  music. Although Jeff Hamilton had played with Carter's big band at the Hollywood Bowl, this is his first recording with Benny. Currently a member of Ray Brown's trio, as well as co-leader (with John Clayton) of the Clayton-Hamilton big band, Hamilton is a consum​mate drummer who is particularly adept with brushes. He also knows how to listen and provide  stimulating  yet unobtrusive support.

It was clear from the very first take that this group was both musically and person​ally compatible. Everyone contributed ideas and clearly strove to make each track something special. Perhaps the tape should have been rolling for the entire two days as the breaks were filled with a constant flow of hilarious stories, bad jokes and poignant memories of every​thing from long-departed col​leagues to the leading Harlem eateries of half a century ago. There was also some merciless ribbing, occasioned especially by the announce​ment that Sweets would be singing a number. One reac​tion: "I didn't sign up for that. I want combat pay!" Another: "Not so soon after lunch!" When asked if he preferred to sing in a separate booth or in the main studio with the others, the much maligned vocalist respond​ed, "Put me in the booth so I don't have to look at these guys!"

Engineer Angel Balestier, a vet​eran of many sessions with these artists, summed up the sense of camaraderie: "There's such a good feeling in this room that it has to carry over into the music. This is like old times—you don't get too many dates like this anymore." [...]

	Ron  CARTER
	Where ?
	1961
	36:00
	Ron Carter - cм. тж.: Jimmy SCOTT “Dream”; The JAZZ  COMPOSER’s  ORCHESRA; Joey BARON; Wynton  MARSALIS; John  PIZZARELLI; Randy  WESTON;
Ron Carter [b, cello], Eric Dolphy [bcl, as, fl], Mal Waldron [p], George Duvivier [b], Charles Persip [d].

«A gifted soloist, Carter understands the bass’ supportive role and carries it to a high art.» – Guitar Player
Рон Картер — музыкант того за​предельного масштаба, мерить которым обычных людей жесто​ко и неприлично. Рон Картер — контрабасист того уровня, за кото​рым уже ничего и нет, потому что уровень этот — горизонт, недости​жимый для других. Рон Картер — возможно, самый записываемый музыкант на планете: по некото​рым подсчетам, количество пласти​нок с его участием перевалило за тысячу. За почти семдесят пять лет своей жизни он переиграл прак​тически со всеми своими великими джазовыми современниками и несколькими симфоническими орке​страми. Ведь Рон Картер — еще и классически подготовленный вио​лончелист, а также создатель музы​кальных инструментов — словом, человек, одаренный как-то даже не по-человечески щедро. Как часто бывает в таких случаях, музыку на своих пластинках Рон Картер запи​сывает простую и небесно-про​зрачную: легкий, совершенно клас​сический боп, иногда с блюзовым уклоном, иногда с уклоном в латино, но во всех случаях — исклю​чительной структурной четкости и почти архитектурного изящества. И на всей исполняемой им музыке лежит печать его исключительно​сти. На стандартах ли, оригиналь​ных ли пьесах — эта исключитель​ность слышна в том, как распро​страняется повсюду эта музыка, как она расцветает в пространстве, словно только что родилась из воз​духа и с легкостью же воздуха окру​жает слушателя.

--- Play

	Ron  CARTER
	Blues Farm
	1973
	36:31
	Ron Carter with: B.Cobham, H.Laws, Bob James, R.Tee, Sam Brown

	Ron  CARTER
	Pastels
	1976
	37:00
	Ron Carter [b, piccolo b], Kenny Barron [p], Hugh McCracken [gs, harmonica], Harvey Mason [d].

	Ron  CARTER
	Third Plane
	1977
	40:00
	Ron CARTER [b]; Herbie HANCOCK [p]; Tony WILLIAMS [d].

1. THIRD PLANE   5:50
2. QUIET TIMES   7:48 
3. LAWRA   6:04
4. STELLA BY STARLIGHT   8:22 
5. UNITED BLUES   2:58 
6. DOLPHIN DANCE   8:16

	Ron  CARTER
	Peg Leg
	1978
	38:29
	Ron Carter [b, piccolo b, perc]; Kenny Barron [p]; Buster Williams [b]; Ben Riley [d, perc]; Jerry Dodgion [fl, alto fl, cl]; Jay Berliner [ac&el g]; Walter Kane [fl, cl, bassoon]; George Marge [oboe]; Charles Russo [cl, bass cl].

	Ron  CARTER
	Crossings
	1978
	39:39
	Red Garland [p]; Ron Carter [b]; Philly Joe Jones [d].

	Ron  CARTER
	Etudes
	1983
	36:05
	Ron Carter, B.Evans, Art Farmer, T.Williams

	Ron  CARTER
	Uptown Conversation
	1989
	62:16
	Ron Carter, H.Laws, Sam Brown, H.Hancock, G.Tate, B.Cobham

	Ron  CARTER
	New York Reunion  [McCoy Tyner Quartet]
	1991 
	74:40
	label: Chesky

McCoy Tyner[p]; Joe Henderson [t s]; Ron Carter [b]; Al Foster [d].

	Ron  CARTER
	Friends &                    Ron Carter
	1993
	50:25
	Ron Carter with: Kenny Barron, Hubert Laws, S. Scott, and oth.

	Ron  CARTER
	Yellow & Green
	1976
	
	LP

R.Carter [ac b, piccolo b, el b]; Billy Cobham(см.) [d]; Kenny Barron(см.) [p]; Hugh McCracken [g]; Dom Um Romao [perc]; Don Grolnick [el p].

	Ron  CARTER
	Live At Village West
	1984
	
	LP ~ 42min.

Ron Carter [b]; Jim Hall [g]. — plays standards

	James  CARTER

     
	JC On The Set
	1993 
	65:27
	Readers Poll Winners (JAZZIZ): Baritone Saxophone 1996

Down Beat 48th Annual Critics Poll: Tenor Saxophone Of The Year TWDR (2000)

J.C. -- см.тж. с: Lester Bowie “The Organizer”; Ronald Shannon Jackson «What Spirit Say»; Ginger Baker "Coward of the County"; Madeleine PEYROUX; Herbie HANCOCK “Gershwin’s World”;

label: DIW

 J.C.  [a&t&bar s]; Craig Taborn [p]; Jaribu Shahid [b]; Tani Tabbal [d]. 

	James  CARTER
	Jurassic Classics
	1994 
	57:17
	label: DIW

J.Carter [s&a&t s-s]; Craig Taborn [p]; Jaribu Shahid [b]; Tani Tabbal [d].

When asked about any particular saxophone idols, Carter replies, “I’m not inspired by individual players. A lot of players get hung up on someone like Trane. They look at the superficial elements, the finished product, and get the tune down. I feel that I need to get to the spirituality of the piece, and how he got to the finished product. Jazz should be soulful. That’s what I learned from my teacher in Detroit, Donald Washington. He taught me how music and life are integral in healing oneself.” Referring to his work with Julius Hemphill, Carter adds, “I learned that the blues doesn’t always have to be in a 12-bar form. It also helped my understanding of polyphony since, with Julius, it’s the vibrations not just the six-part harmony.”       These days, there’s much discussion as to the true nature of jazz. Some have even stated that the neo-trads have discredited the avant-garde and won the hearts and minds and ears of audiences, musicians, and promoters. The debate rages on within the walls of the jazz conservatories and institutions, but I’d recommend ignoring all such notions until James Carter’s album, Jurassic Classics, has finished spinning. Carter, like a modern day Joshua, like a howling gale, like the huffing and puffing three little piggs, and even like a moonstruck troubador, rattles the foundation and prods the nerves and emotions. Just notice for one that this album is not James Carter plays standards, but classics. And named in jest, after a movie where DNA experiments recreated dinosaurs for an amusement park.  Not to overwork a metaphor, but Carter is recreating these jazz classics from their essence, and they are provocative and devastatingly amusing. Carter’s approach is not that of a postmodernist deconstructing the melodic and harmonic contours from the outside in of these seven well known tunes. Instead, he reconstructs each song from the inside out, rendering them recognizable yet extremely expressive and personal. James Carter readily admits that he recorded these classics for several reasons: “It’s convenient, but it’s a challenge to do something else” with the material. “It’s a musical tightrope to do this.” And true to his word, Carter provides all the tension, excitement, and hilarity of a highwire artist.

	James  CARTER
	The Real Quietstorm
	1995
	58:52
	James Carter [b&t&a&s sax, b cl, b fl]; Craig Taborn [p]; Dave Holland, Jaribu Shahid [b]; Leon Parker, Tani Tabbal [d].

	James  CARTER
	Conversin’ With The Elders
	1996
	62:19
	James Carter [bar&t&a s, b cl]; Craig Taborn [p]; Jaribu Shahid [b]; Tani Tabbal [d]; with: Lester Bowie, Hamiet Bluiett, Harry ‘Sweets’ Edison, Larry Smith, Buddy Tate.

	James  CARTER
	In Carterian Fashion
	1998
	62:17
	James Carter [bar&t&s saxes, b cl]; + Cassius Richmond [a s]; Dwight Adams [tp]; Kevin Carter [g]; Craig Taborn or Henry Butler [Hammond]; Jaribu Shahid or Steve Kirby [b]; Tani Tabbal or Alvester Garnett [d].

	James  CARTER
	Chasin’ The Gipsy
	2000
	54:33
	James Carter [bass (1,4,7) &t (2,3,8,9) &s (5) &f-mezzo (6) saxes]; Regina Carter [vln]; Jay Berliner [steel string g]; Romero Lubambo [nylon str g]; Charlie Giordano [accordion]; Steve Kirhy [b]; Cyro Baptista (см.) [perc]; Joey Baron [d].

1. Nuages (Clouds)

2. La Derniere Bergere (The Last Shepherdess)

3. Manior De Mes Reves (Django’s Castle)

4. Artillerie Lourde (Heavy Artillery)

5. Chasin’ The Gipsy

6. Oriental Shuffle

7. I’ll Never Be The Same

8. Avalon

9. Imari’s Lullaby

	James  CARTER
	Layin’ In The Cut
	2000
	47:43
	James Carter [saxes]; Jef Lee Johnson [el g]; Marc Ribot (см.) [el g]; Jamaaladeen Tacuma (см.) [el b]; G. Calvin Weston [d].

1. Layin’ In The Cut

2. Motown Mash

3. Requiem For Hartford Ave.

4. Terminal B

5. Drafadelic In Db

6. There’s A Paddle

7. GP

DEEP & LOWDOWN – James Carter’s Baritone (Down to Bass) Saxophone Meanderings.
James Carter likes it low.

When he feels the urge to really get down, he breaks out his baritone sax for some seri​ous honkin'. Whether perform​ing live or in the studio, chances are this multi-instrumentalist has the big pipe close at hand, ready to rat​tle your bones with deep tones.

"On gigs, I've been taking out my holy three: soprano, tenor and bari​tone," said Carter, TDWR baritone saxophonist in this year's Critics Poll. "It covers a good cross-section of what I like to do, saxophone-wise. I have the soprano on the high end. The tenor is my universal center. And the baritone falls right in there with the gravitational pull it has in the lower register. That covers everything up and down for me."

The baritone made an early and lasting impression on Carter, who grew up in Detroit studying saxo​phone with Donald Washington. "Baritone was his favorite instru​ment, and it rubbed off on me," Carter said of his teacher, who was featured playing alto on Carter's 1996 release, Conversin' With The Elders. Carter's initial passion for the baritone grew deeper when he began listening to Motown baritone man Thomas Beans Bulls, who died early this year, but not before Carter was able to reconnect with him. He contracted Bulls to play his wedding in '96, and paid vis​its to his idol while he was undergo​ing chemotherapy. Last June, Carter and Washington went to see Bulls together, their baritones in tow. The three men jammed in an informal session Carter says was

captured on videotape. "It's price​less footage," he said.

Carter is keeping the baritone warm as a key weapon in his saxo​phone arsenal, but lately he's been fir​ing up an even bigger gun: the behe​moth bass saxophone. In fact, Carter plays so much bass sax on Chasin' The Gypsy—one of two new Atlantic CDs, along with Layin' In The Cut, released June 6—that Vegas should name him the favorite to win the Miscellaneous Instrument category in next year's poll.

Chasin' The Gypsy finds Carter in a decidedly hot jazz mode, with two guitarists (Jay Berliner and Romero Lubambo on steel and nylon, respec​tively), violin (cousin Regina Carter), accordion (Charlie Giordano), per​cussion (Cyro Baptista), bass (Steve Kirby) and drums Joey Baron). The ensemble makes strong references to the legacy of Gypsy guitarist Django Reinhardt and the historic Quintette du Hot Club de France.

The idea for Chasin' The Gypsy crystallized during a tour Carter, Lubambo and Baptista did with opera star Kathleen Battle. "At that particular time, I had gotten hold of a compilation CD of Django's, and I really got into playing some of that material," Carter said. "During the soundcheck one day, before Kathleen arrived, I was playing 'Nuages,' and it turned out that Romero knew it and joined in with me. Not wanting to be left out, Cyro added his two cents in a little later. We got into a certain cohesion, and when it was time to go back into Kathleen's thing, it was like we had kind of transported ourselves for a hot second.

"The following couple of days we had off, and Romero and Cyro came up to my room and said, "We've got to do something with this; we can't let this pass by.' In addition to that, one of the things I was looking at was bringing bass saxophone into view, as well as f mezzo sax and some other rarely used horns, because they had certain vocal properties as well as historic properties to them."

Carter plays f mezzo—pitched a whole step higher than an alto—on the exotic-sounding "Oriental Shuffle." Like many of the tunes on Chasin' The Gypsy, the final cut was much different from his original plan, which called for soprano. "During rehearsals, I was bringing a bit of every​thing in there," Carter said. "This f mezzo really came into play one day when I was fooling around with the horn on my own. Something about the timbre of the f mezzo made me reexamine this piece. When I got together with Regina and the rest of the folks, I heard what the differ​ence was immediately: The timbre was closer to the violin; soprano sounded a lit​tle bit nasal and stuck out." Two other tracks featuring f mezzo didn't make the CD; Carter said they'll be used either for bonus tracks or as promotional items.

In addition to the seldom-heard bass and f mezzo saxes, Carter also plays the more popular tenor and soprano on Chasin' The Gypsy. Apparently, the sessions resembled a woodwind whirlwind. "It went through different metamorphoses," he said of the recording. "One day I'd play ‘I’ll Never Be The Same’ on bass clarinet, the next day it wound up on bass saxophone. 'Heavy Artillery,' for example, started out as a tenor piece, and the next thing I knew, I'm playing it on bass."

Quiet as he's kept it until now, Carter has played bass sax since age 14, when he discovered the instrument at Blue Lake Fine Arts camp. "They had this museum up there, and dur​ing certain hours they'd have groups come in to see all these different instru​ments," Carter said. "I remember on the far left they had this family of saxophones, and that was the first time I'd ever seen a bass up close and personal. I was like, 'Man, look at the size of this thing!' Because before that I was all, 'Baritone, ooooh, that's it.' I got in good with the curator of this museum, to the point where I wound up demonstrating various wood​winds while I was there. So that’s how my bass sax thing got started."

Carter's first experience playing bass sax in an actual ensemble came five years later, in 1988, with the eight-piece Detroit saxophone choir. He had been playing baritone and contrabass clarinet with the group, and when he got his first bass sax in April of that year, he used it to play some of those parts. "A cat hasn't lived until he's at least made the attempt to play the bass saxophone," Carter said when asked to compare the bass sax with the baritone. "After you go past that low A (the lowest note on bari), it’s like some​thing else opens in your chest cavity and your ears, particularly if the horn is really covering and happening. Oooh, man, there's nothing else like that."

Carter plays three fluent octaves on the bass, even though it's missing a couple of the high keys normally found on other saxes. "I've devised a fingering system that allows me to go up to the equivalent of a high E# on the baritone, even though the key works only go to high Eb on the bass." He noted that, as with all wood​wind doubles, mastering such a potential​ly awkward instrument is all in the mind.

"People make more out of doubles than necessary," he points out. "It should be a just do if thing. Of course, you need to keep certain parameters in mind, like, ‘This is a soprano, and this is a bass, and this is how I'm able to play with this par​ticular setup on there.’ But keep it to a point where it's not a chore: OK, now I'm playing soprano, now, I'm playing bass, now I'm playing f mezzo. Otherwise it's, Oh, this reed is too hard, and you put too much skullin' on yourself, and you start rolling snake eyes on trying to play a whole lot of things. Just think of them as extensions and keep it within the family. Make the mental intake as minimal as possible. Go on automatic pilot."

Carter follows his own advice on the extended jams of Layin' In The Cut. He changes from baritone to tenor to soprano without missing a beat on the album's seven tracks, which con​sist largely of funk-based improvs played by a five-piece electric band that includes guitarists Jef Lee Johnson and Marc Ribot, bassist Jamaaladeen Tacuma and drummer G. Calvin Weston. In fact, the way Carter manipulates instrumental tone and extends each horn's range, some​times you have to stop and really think about which one he's playing.

Carter's notion to record a funk album had been on the backbumer since he orig​inally signed with Atlantic in 1995. When it came time for him to record some new material for release this summer, produc​er Yves Beauvais brought up the idea again. "I wanted to write music out for it, and at the same time Yves suggested we just get together and play, pretty much like what old-school cats would do," Carter said of the minimal preparations that went into Layin' In The Cut. "At first, I thought it was pretty much going to be rehearsal. Next thing I knew, I'm getting a thing saying that we're recording, and I'm like, 'Oh, really?' So we got together, and once everyone was plugged in, we just started playing. We had a DAT running the whole time, and from that we got cer​tain ostinatos. We decided we'd play upon those, and they were called 'Grooves 1-4'; I wound up titling them later."

Apart from recording his two new CDs, playing high-profile gigs (including a week at New York's Blue Note in June and a one-time tenor trio performance with Joe Lovano and Johnny Griffin in Amsterdam) and appearing on new CDs by pianist D.D. Jackson and drummer Ginger Baker, Carter has spent the past year using his natural good looks to his advantage with the Art 7 Soul Project, a cooperative ven​ture between Atlantic and Wilhelmina modeling agency.

"Wilhelmina perused the roster of Atlantic artists to see who was palpable in the modeling field," Carter explained. "Brandy, Lil' Kim, Duncan Sheik, the funk group the Atomic Fireballs and some other artists wound up getting various gigs with certain products. I got a relationship going with [the clothing line] Nautica. We put together concert/fashion show presen​tations in various places, such as Chicago's Museum of Contemporary Art. The con​cert itself consists of two sets flanking a fashion show in the middle, which I also take part in. And I wear the gear on stage during the performances. They had some decent suits. I'd love to do more with them as far as designing things if they ever come out with a new division." 

---- By Ed Enright, ‘Down Beat’

Один из двух дисков, уже выпу​щенных в этом году одним из самых талантливых музыкантов по​коления тридцатилетних — тено​р-саксофонистом  Джеймсом Картером. Если другой – Chasin' the Gypsy — более стандартный (в джа​зовом понимании этого слова), то это — радикальный фанк-джаз чуть ли не в стиле Livin' Colour. Ещё бы! Даже Орнетт Коулмэн не мог позволить себе сразу двух элект​рических гитаристов из нью-йорк​ского авангарда, а вроде бы уме​ренный Картер взял да и позволил. Один — это Jeff Lee Johnson, другой — сам Marc Ribot. Да ещё Кэлвин Уэстон на барабанах. И Джамаладдин Такума — на бас-гитаре.

Если «гоняться за цыганками» (это название того, другого, парал​лельно вышедшего диска) у нас умеют не хуже негров, то такой «чёрной» музыки не будет никогда. Несмотря на потребность.

--- Салон AV

	George CARTWRIGHT
	George CARTWRIGHT, Paul HAINES, Amy DENIO: "The Memphis Years" (Terminal Moraine)
	2000
	73:16
	avant-garde с элементами джазовой, симфонической и популярной музыки. По вокалу уместно сравнение с Dagmar  KRAUSE.
label: Cuneiform (USA)  www.cuneiformrecords.com
Amy Denio (см. в 'Alternative') [v]; Paul Haines [words]; George Cartwright [music, production, a/t/s saxes]; Jim Spake [bar/t/s saxes]; Tom Clary [fl h]; Scott Thompson [tp]; Chris Parker [p]; Doug Garrison [d, perc]; Tim Goodwin [ac/el b]; Lawrence Miller [t s]; Kevin Sheehan [ac b].

Amy's vocals rec. at Wayne Horvitz's studio in lovely Seattle.

	Jo Ann CASTLE
	Queen of the Ragtime Piano
	
	38:08
	label: Dot Records (Paramount Pictures Corporation)

Виртуозная пианистка (+небольшой бэнд) исполняет не классику рэгтайма, но то, чем он всегда и занимался – обработки популярных мелодий. Здесь вы встретите не просто знакомые мелодии, но их чудесные воплощения в каких-то искрящихся вихрях. Рекомендуем!

	CENTIPEDE
	Septober Energy
	1971
	45:09 40:24
	avant-fusion

piano - Keith Tippett (см.)

vocalists – Juli Tippett, Maggie Nicholls, Zoot Money, Mike Patto

violins – 

cellos – 

trumpets – Mark Charig (cornet), Mick Collins, a.o.

tenors – Brian Smith, a.o.

baritones – John Williams, a.o.

trombones – Paul Rutherford, a.o.

drums – Robert Wyatt, John Marshall (and perc), a.o.

guitars – Brian Gooding

basses – Jeff Clyne, Dave Markee, a.o.

	CEUX QUI MARCHENT DEBOUT
	Lalalala
	
	44:11
	весёлый французский brass-band с банджо и барабанами, за бас играет туба; ещё один подобный вариант (возможно, несколько более легкомысленный, в духе ska) – см. LES FILS DE TEUHPU (в 'Rock')

1. Slow Press

2. Everybody Dance (on the Dancefloor)

3. La la lalalala

4. 1.

5. Horses

6. Last Shot In Lagos

7. Half

8. Free Orange Louisiana

9. Reggae #5

10. Insectos Voladores

11. Le Morceau du Lundi

12. Eat at Joe's

	CHAINSAW  JAZZ
	DisConcerto
	1993
	55:35
	free-fusion (типа King Crimson)

label: Cuneiform (USA)

Mark Gilbert [s, cl]; Christian Nagle [g]; Mark Stanley [g]; Mark Smoot [b, synth]; Ed Maguire [vln, el mandolin, synth]; Paul Sears [d]; + Carl Macintyre [tp].

Хулиганы? Безусловно. Отсутствие зауми здесь сочетается с настроениями импровизационности и хэппенинга, где «мимо» не является критерием ни в каком смысле (а, возможно, даже используется как бравада). Любителям консервативной музыки слушать не рекомндуется. И, даже, -- противопоказано.

	James  CHANCE  &  The Contortions
	Soul Exsorcism
	1991 
	68:19
	jazz-funk

label: DRE

James Chance [lead v, a s, organ]; Patrick Geoffrois [slide g, back v]; Fred Wells [g]; Lorenzo Wyche [tp]; Al McDowell [b]; Richie Harrison [d]; Anya Phillips [intro, back v (#3,8)].

  Although this performance was recorded at a concert in Rotterdam, its soul and essence is an expression of New York City in the late seventies and early eighties. The nightclub scene of that time revolved around music with an intensity that would send one of 1990's "club kids" wailing for his pacifier. This music was much more than a mere "art statement" or a vehicule to realize mass-produced fantasies: we lived it. People were determined to push their lives to the furthest limit they could conceive of-but with creativity and an original style that's still being copied a decade later (often by people who have no idea where it came from). Looking back now it seems to me like the last gasp of any authentic human emotion, however violent before the replicants spawned by the all-consuming media took over completely. It also strikes me that there was a strange innocence in our self-absorbtion, our unawareness of the forces that were poised to strike down so many. But this night in June 1980 was one of those very rare ones when everything was right. The band was one of several volatile, short-lived mostly black units I fronted during that year. In fact it was all black except for Patrick Geoffrois, the French slide guitarist whose manically cool playing contributes so much to this set. Bassist Al Macdowell was and still is with Ornette Coleman's "Prime Time". Richie Harnson was an 18 year old straight out of the bronx, who also worked with Defunkt, while guitarist Fred Wells and trumpeter Lorenzo Wyche were both rather portly funk journeymen who hailed, I believe, from Long Island. It was difficult in 1980 to find musicians who were both proficient in more conventional funk and jazz, and able to deal with my music, attitude, and over-the-top stage act, but by the time we hit that night, this band was as tight as could be after a wild eventful tour.

I’ve always felt that my music speaks for itself and been very uncomfortable with being asked to explain or even describe it, but perhaps I can manage a few notes on the individual tunes. I was adding new colors and influences at this time to the rather severe funk of the early Contortions. [...]  --James Chance / White, 10, 15, 1990

	Sheila  CHANDRA
	Weaving My Ancestor’s Voices
	1992
	43:04
	Эта замечательная певица записана и издана P.Gabriel’ем на его фирме Realworld.

	Sheila  CHANDRA
	The Zen Kiss
	1994
	46:29
	label: Realworld

“When I go on stage I’m completely alone. I have only my voice to carry me. Sometimes my own conscious and active “waiting” is rewarded by an incredible feeling. It’s as if an outside influence has entered me, sound is channelled through my body like a flute and there’s no sensation in my throat. I find myself a listener to this really good rendition of the song, better than enything I could possibly have rehearsed. It feels incredible and joyful, and sharing that with people is a wonderful experience. I wanted to encapsulate this experience in a phrase, to reflect it back to the audience. I chose The Zen Kiss, not as a reference to Zen as an orthodox belief, but as a sense of a beautiful force moving effortlessly through me and leaving me through my lips, like a kiss. I’ve had this sensation when rehearsing by myself but I hadn’t known that other singers apparently have the same experience. Sometimes I have a similar feeling when writing. Instead of it being hard work, a whole section of a song or lyric will come at once. I go into a kind of dream state. It’s very difficult to describe but there seems to be no effort on my part. I’m very aware of the relationship between the creative process and my ego. I can have a sense how I would like things to be but it doesn’t necessarily translate realistically. I think that conscious intelligence is often interior to this instinctive intelligence. The process is not about constructing your work of art, it’s about connecting to something higher and allowing it to weave levels of meaning into your work for you to discover later. My work has always been fuelled by an intensely personal interest rather than by any kind of intellectual quest. By following my voice I have been guided to musical and personal discoveries. I think it has worked this way because I have had no musical sense of geographical and traditional barriers. To find the links between juxtapositions of notes was a real key for me. I made up silly names for them so that I could identify each one. With time I could listen to a piece of music and recognize new connections. To be able to follow at great speed in my mind the exact notes of each ornament that someone else was singing was a real thrill. The links are all there in Islamic, Andalusian, Bulgarian and Celtic musics, for instance. The concept of drone has been important in bringing these many influences together. I think that life has a drone, like your blood singing in your ears or the sound of a stream. Where there is a constant drone, it’s not difficult to bring musics together as I do. I am often unaware of the precise joining point between two styles; it seems so natural to slip from one style to another. The structure of my songs have become more challenging  now that those connections have been absorbed into my sub-conscious. I now see a place, like the eye of the storm, where there’s just pure vocal.

With the Speaking In Tongues pieces (№2, 6) I have pushed the boundaries even further. The idea stems from an Indian technique of calculation for drummers. The sound that drummers make on the two, main classical drums (tabla in the North and mrdingam in the South) are repeated as onomatopoetic syllables. You learn the syllables first, before you pick up the drum. In South India it has become a vocal art form called konnakol. I have discarded the calculation and the rigid time cycles and use the technique to achieve a purely emotive collage of sound. I’m breaking up patterns and throwing you off the beat, being as mad and chaotic as possible, yet I’m also keeping you hooked using the psychology of the rhythm. I have started to build in other percussive elements like elocution exercises and silly tongue twisters, snippets from advertisting jingles, or an ancient Celtic imitation of bird song —  anything that will get you to question the nature of these percussive syllables rather than accepting them because you think they’re traditional. Speaking In Tongues IV (№6), which moves through vocal percussion to percussive singing and then into singing, maps out the different points of reference between pure vocal percussion and song. It’s a very playful process to chop up rhythms and stick them back together. It’s almost like giving a voice to the chatter that goes on in your mind. A reviewer in Australia said it was like a  lovers’ quarrel; it’s true, there are a lot of changes in tone that imply two voices. When I perform the Speaking In Tongues pieces some people think that they are improvised. In fact, it took me eight months to write the two pieces on this album! Every single syllable is set and never changes in performance, and if they weren’t, with so many clips and changes, I would probably fall into a rhythm which would spoil the chaotic effect. I would class these as post-sampling compositions! I don’t think I would have written them without having heard samples and what they’re capable of. My point is that the human sampler is ultimately the best. I often get a sense that when an audience sees me completely alone on stage beginning a Speaking In Tongues piece they are not sure whether I can actually deliver. When I do, they take away with them a tremendous sense of abundance and emprowerment, knowing that even though technology is all around us, it is still human skill and inspiration that are the most important things.” — Sheila Chandra. 

	Sheila  CHANDRA
	ABoneCrone-Drone
	1996
	44:48
	label: RealWorld

This album is the third in a trilogy for Real World. «Weaving My Ancestors’ Voices» was about the birth of an idea to explore the way in which vocal techniques could lead between each other, and how it would be possible to cross those boundaries within a single word or a single phrase. «The Zen Kiss» became a kind of flowering of that. So many people have asked me where the inspiration for the idea came from that, in a way, I’m going back to the land of the unborn on this album, the fallow point, in order to answer them. And also to the concept of the crone with the cauldron, to the cyclic and melting pot nature of everything within the cauldron. Of course, the crone represents the creator.

When you set up a structure like a drone, not only do you set up a cyclic principle but you also set up a melting pot because, in the very bones of the drone, if you like, are the harmonics which provide the inspiration for the melodies. Harmonics are magical things and are omnipresent on this album.

People who don't create regularly from scratch, critics or journalists who interpret others' work for example, in my experience, find it difficult to understand that most creators do not create from a little bit of this and a little bit of that, but that they create from a place of nothingness where things spontaneously arise. That is the place of the unknowable and in our lives it is very difficult to live with what is not known (yet), even though "I don’t know" is essential to true change and new growth. Instead, we're taught to find the answers to everything, and we have to quantify everything, we have to have the cash flow chart for the next five years!

Things don't happen like that, but we run our lives as if they do and that's why our lives break down. And when our lives break down who do we turn to? We turn to the artist to express our pain, we turn to the artist to provide inspiration, but I think we turn to the artist because on a psychological level we know that the artist is comfortable living with the unknown. The artist has had to face the unknown, had to make a living today out of something which didn't exist yesterday, and we take comfort from that.

If a piece of work is derivative, we know where it came from, we can spot the influences. But often, when someone comes up with something outlandish, instead of concentrating on the fact that, say, seventy percent of it is new and original, we tend to concentrate on the thirty percent of the structure that we do understand from the past. There is almost a resistance to experiencing new things in a vulnerable and fresh way. (Certaily musically I think we are hooked on familiarity).

No piece of work is totally original. I use the same twelve notes as everybody else, I use a lot of vocal ornaments from various traditions, and so people have hung onto that, in a way, because the rest of it is rather a bumpy ride. With this album, that hanging on is not so possible.

There are some things that relate back to the previous albums. With "The Zen Kiss" I talked about "being sung" -- this album focuses on the experience of the listener being between my ears or hearing what I hear, which is a way of  getting closer to the experience of "being sung". Although the album uses the same structures and the same techniques as "The Zen Kiss" and "Weaving My Ancestors' Voices", this time it puts you in the place of the creator.

I have a single skill, from which many others have grown, and that skill is to be able to connect to a world of potential, swim alongside it, learn from it, and birth its ideas into this world. There is something going on under great creative works that we all need to face – not the blank page, but the darkness of potential, where you can hear little whispers of ideas or gifts of insight that the creator births into the real world. I want the listener to be able to hear those whispers of things for themselves, and that is why «ABoneCroneDrone» attempts to place the listener inside the creator’s cauldron.

I’ve become so attuned to what’s going on within drones that now I sometimes hear fully formed melodies in them, played on appropriate instruments, and these ‘performances’ don’t usually relate to my current level of skill as a writer or singer – they are often far beyond my skills – nor do they sound like any composition I can recall, but they carry the same joy that I experience from any brilliant performance. It’s rather like ‘seeing things’.

Sometimes I could swear that what I'm experiencing exists in reality for anyone else to hear.

On this album I'm attempting to give the listener access to this experience, what's inside me and to the place that I connect to, as far as I possibly can. One could say that it's impossible to do that, it is impossible to give you the fullest access to my imagination and to what I hear as it happens. But what I can give you is some sense of what I feel, some sense of what I hear a split second before a melody hits me, and I can perhaps get your own imagination to play tricks on you.

In order to do this I'm putting what I hear under a magnifying glass. When you walk up to a stone – it’s grey and just sits there. But when you put a magnifying glass over it, suddenly the stone has texture, it's got surface, it’s got history -- it's a world within a world. That is the kind of sight that I have when I took at a drone all the time. But I recognise that many people see drones the way I see a lump of rock, (Six lumps of rock -- is that an album?!) So I've had to put in an artificial magnifying glass -- in this case my voice and various production techniques which I've used to enhance the harmonics, the whispers of melodies that I've actually heard in these drones. I've listened to the harmonics and by playing with several arrangement psychologies and vocal approaches attempted to puff the listener in by singing what I've heard. But I’ve kept it very simple -- this time I’m letting the drones speak.

	Thomas CHAPIN
	Radius
	1984
	50:30
	Thomas CHAPIN – см. тж. с: Mario  PAVONE; Frank LONDON's SHEKHINA BIG BAND (в 'Asia 1'); Misako KANO;
label: Muworks

Thomas Chapin [a s, fl]; Ronnie Mathews [p]; Sam Turner [congas]; Ara Dinkian [oud (#3)]; Ray Drummond [b]; John Betsch [d].

Biography:

The death of Thomas Chapin from leukemia at age 40 was one of those very cruel twists of fate that periodically mark the history of jazz. Unlike the many fine players to die of self-abuse before their time — Charlie Parker and Bix Beiderbecke come to mind — Chapin lived what was, by all accounts, an exemplary life. The fact that he was stricken in his late thirties by a disease that usually targets children is nearly as inexplicable as it is tragic. Fortunately, Chapin left behind an artistically significant and reasonably large body of work. Alto sax and flute were Chapin's principal instruments. He played alto with a huge, golden sound that sounded as if it had been burnished with fine-grained sandpaper. On flute, he got an edgy, near-classical sound that cut through his energetic rhythm sections like a knitting needle through pudding. Chapin's style on all his instruments was utterly personal. Although he drew from influences like Rahsaan Roland Kirk and Jackie McLean, Chapin's voice was his own. His lines combined the linearity of classic bebop with the outward-bound, serial-like tendencies of much late-'90s free improvisation; his composition for small ensembles reflected the same traits. 

Chapin was first attracted to jazz through the work of Earl Bostic and Rahsaan Roland Kirk. He attended college at Rutgers, the state university of New Jersey. There he studied with tenor saxophonist Paul Jeffrey and pianist Kenny Barron. After receiving his B.A. in music from Rutgers, he attended Hartt College of Music in Connecticut, where he studied with alto saxophonist Jackie McLean (whose bright tone and quicksilver articulation left a mark on Chapin's later work). In 1981, he went on the road with vibist Lionel Hampton's big band. He served Hampton for five years as lead alto and musical director. He later worked with drummer Chico Hamilton's quartet. In the late '80s, he began associations with fellow altoist Ned Rothenberg and the metal/free jazz outfit Machine Gun. He also began performing more often as a leader around this time. When the downtown New York club the Knitting Factory opened in 1986, Chapin was one of their first acts. When the club started their own record label, Knitting Factory Works, Chapin was the first artist signed. He formed a trio with bassist Mario Pavone and drummer Steve Johns in 1989. That outfit, with Michael Sarin replacing Johns, would form the core of his most adventurous projects until the end of his life. Chapin recorded a number of well-received albums, adding to his trio such guests as alto saxophonist John Zorn and violinist Mark Feldman. Chapin also recorded with a small string section and a brass section. These discs evidenced an even greater talent for arrangement and composition than had been previously apparent. In 1993, he led a date for Arabesque that showcased his more straight-ahead style; I've Got Your Number featured a rhythm section of the bop-oriented pianist Ronnie Matthews and bassist Ray Drummond, along with drummer Johns. The next year, he again recorded a fairly conventional jazz album for Arabesque, featuring trumpeter Tom Harrell and pianist Peter Madsen. Chapin also evinced an interest in world music. In person, he would frequently play various small hand percussion instruments and wood flutes, combining various traditions in an affectionate and non-exploitive way. 

Chapin never deserted his avant-garde-ish roots, continuing to record excellent post-bop albums on the Knitting Factory house label. One of the last was Sky Piece, a trio with Sarin and Pavone, recorded in 1996 but finished and released just before his death in early 1998. Chapin was a player of great generosity and authentic spirituality. He played with rare humor, passion, and intelligence. At the end of his life, he was just beginning to receive attention outside the realm of experimental jazz. Indeed, had he lived, it's not inconceivable that Chapin's amalgam of freedom and discipline might have become a force in the jazz mainstream.

	Thomas CHAPIN
	Anima
	1992
	63:16
	label: Knitting Factory, 1992/1994

rec. 1991

Thomas Chapin Trio:

Thomas Chapin: alto sax, flute, alto flute, voice changer, laff box

Mario Pavone (см.): bass

Steve Johns: drums

Michael Sarin: drums on 5 & 6 and cowbells, whistles & ray gun on 4

1. Lift Off (short)

2. Anima

3. Native Green

4. Little Machines

5. Seeds

6. Hat & Shoes

7. OO

8. Fez

9. Lift Off

All tracks composed by Chapin

	Thomas CHAPIN
	Insomnia
	1992
	69:40
	label: Knitting Factory, 1992

rec. 1992
Thomas Chapin: alto sax / flute

Mario Pavone (см.): bass

Michael Sarin: drums

Al Bryant: trumpet

Frank London (см. в: 'Asia-I': Israel): trumpet

Curtis Fowlkes: trombone

Peter McEachern: trombone

Marcus Rojas: tuba

Ray Stewart: tuba on 3

Thomas Chapin, who had fairly distinctive tones on alto and flute, is a versatile improviser capable of playing anything from swing to free jazz. His regular trio (with bassist Mario Pavone and drummer Michael Sarin) is joined by a brass quintet (two trumpets, two trombones and the tuba of Marcus Rojas) for a set of adventurous and unpredictable but generally very logical improvisations, often building off of simple ideas. Well worth a few close listens.
1. Pantheon

2. Insomnia

3. Equatoria

4. Trio 1

5. Coup d'etat

6. Trio, pt. 2

7. Golgotham

8. Iota

	Thomas CHAPIN
	Night Bird Song
	1992
	53:12
	label: Knitting Factory, 1999

rec. 1992

Thomas Chapin: alto & sopranino sax, flute, alto flute, alarm clock

Mario Pavone (см.): bass

Michael Sarin: drums, percussion

Recorded in 1992, Night Bird Song remained in the can for seven years before Knitting Factory released it in 1999. Thomas Chapin had met an untimely death from leukemia in February 1998 (he was only 40), and this posthumous release was greeted with great enthusiasm by those who were hip to the saxman/flutist's music. It's regrettable that this avant-garde/post-bop recording went unreleased for so long, for Chapin's trio (which included bassist Mario Pavone and drummer Michael Sarin) is inspired, unpredictable, and cohesive throughout the album. Sticking to his own compositions, Chapin favors an inside/outside approach and fluctuates between moments of quiet, AACM-influenced reflection and intensely emotional playing. Chapin's pieces tend to be cerebral and angular and don't go out of their way to be accessible, but they're well worth exploring because the expressive improviser had a lot to say. Whether he's playing the alto sax, sopranino sax, flute, or alto flute, Chapin's restless spirit serves him well throughout Night Bird Song.
1. Opening

2. Alphaville

3. Night Bird Song

4. Cliff Island

5. The Roaring S

6. Aeolus

7. Tweeter's Little Adventures

8. Changes Two Tires

All tracks by Chapin, Pavone, Sarin

	Thomas CHAPIN
	Thomas CHAPIN & Borah BERGMAN:

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

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

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

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

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

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

	Thomas CHAPIN
	Third Force
	1994
	61:19
	label: Enemy, 1991 / Knitting Factory, 1994

rec. 90-91

Thomas Chapin Trio:

Thomas Chapin: saxohones

Mario Pavone (см.): bass

Steve Johns: drums

1. Ahab's Leg

2. Poet O of Central Park

3. Iddly

4. Tale of The Sands

5. Third Force

6. Then

7. Resolution 678

8. Now

9. Boy on a Dolphin / Stairs

10. Eternal Eye (intro)

All tracks composed by Chapin

	Thomas CHAPIN
	Menagerie Dreams
	1994
	71:47
	label: Knitting Factory Works

Thomas Chapin Trio:

Thomas Chapin: alto, flute, baritone saxophone, mezzo-soprano

Mario Pavone (см.): bass

Michael Sarin: drums, gongs

John Zorn (см.)  (1,8): alto

Vernon Frazer (1): poetry

One of the late Thomas Chapin's finest all-round recordings, this set starts out in somewhat startling fashion with screaming by Chapin and John Zorn on altos before settling down into a relatively straight-ahead jam. Zorn is on two selections (including one that includes poetry from Vernon Frazer) but otherwise this is a trio outing, showcasing Chapin on flute, baritone, soprano, and particularly alto while joined by bassist Mario Pavone and drummer Michael Sarin. While there are adventurous and free sections, Chapin also has the opportunity to play the blues (on Thelonious Monk's "Raise Four"), completely rework Duke Ellington's "Daydream" (which is given a Western motif by bassist Pavone), show off the influence of Eric Dolphy, and introduce such intriguing originals as "A Drunken Monkey" and "The Night Hog." Highly recommended.
1. Bad Birdie (Chapin)

2. Menagerie Dreams (Chapin)

3. Raise Four (Monk)

4. The Night Hog (Chapin)

5. Poignant Dream (Bergman)

6. A Drunken Monkey (Chapin)

7. Daydream (Ellington)

8. Put Your Quarter In And Watch The Chicken Dance (Chapin)

9. Foxwoods Stomp (Chapin)

	Thomas CHAPIN
	You Don't Know Me
	1995
	62:43
	label: Arabesque Recordings (New York)

Thomas Chapin [a&s s, fl]; Tom Harrell [tp, fl h]; Peter Madsen [p]; Kiyoto Fujiwara [b]; Reggie Nicholson [d].

Ultra-musical, full-of-surprises reedist and composer Thomas Chapin claims You Don't Know Me... Well, he's probably right.  Though he's been acclaimed for his previous Arabesque release I've Got Your Number, CDs under his own name from that ultimate "downtown" NYC venue the Knitting Factory, recordings by bassists Ray Drummond and Mario Pavone, a long stint with drummer Chico Hamilton, and six years — six years — as lead alto and musical director for the great Lionel Hampton's big band, Thomas has more sides than an octahedron.
That's not to say he's two - (or nine) - faced. In person, Chapin is unfailingly personable: merry, alert, alive — responsive, engaging and every bit as thoughtful as you'd expect of someone whose tunes are so obviously abrim with positive energy and ideas. No, the sax and flute man is direct and sincere, not given to evasion or any sort of hidden agenda. He's simply possessed of depths to which you haven't yet been privy.
So listen to this. Never knew that Chapin longed to visit Africa? That he's moved by the stark vistas of a remote and distant desert? That he attends with heart and ears to Ray Charles as well as to Rahsaan Roland Kirk? When a musician such as Thomas Chapin continually tests himself, he can always find something bright, vivid, new to express and expose.
It's that way with each of Chapin's bandmates, too: trumpeter Tom Harrell, pianist Peter Madsen, bassist Kiyoto Fujiwara and drummer Reggie Nicholson are so here and now their collective music never stales. As they realize Chapin's "Safari Notebook" sketches, five pieces constituting a loose suite of more than 40 minutes inspired by his spring '93 trip to Cape Town, South Africa (where he gigged with return-of-the-native pianist Hotep Galeta) and Namibia (where he motored and camped through Kaokoland - only recently open to people other than the nomadic Himba herders who make it their home), it's as though the quintet is singing with wonder at each turn of the road.
From the top of "Izzit?," named for the all-purpose South African remark comparable to "Really?," Harrell stands with Chapin, while the rhythm team swings emphatically along. Madsen bubbles through his solo, Fujiwara (who has employed Chapin on two CDs of his own, and taken him on tour in Japan) is dependably constant with his fine tone and Nicholson lays accents just where they belong.
Though "Kaokoland" is an arid region, even for a country that's 90 per cent dry, it's described by Chapin (on flute, then alto, then flute again), Harrell (on flugelhorn), Madsen in a more reflective mode, steady Fujiwara and Nicholson (using mallets) as an area of intriguing activity. "Kunene" refers to the river on the border of Namibia and Angola; "Opuwo" is a town on the frontier where traditional Namibian life meets the post-industrial world. And "Namibian Sunset" still conjures for its composer visions of "women by the river, their skin glowing with this ochre mixture they use that gets into everything... the sun low in the sky, its golden light making them look like apparitions."
Chapin is leary of drawing too literal connections between the sources of his inspiration and the music itself, which was written after his journey. He went in search of solitude and new experiences, rather than to steep himself in a musical culture.
'The notebook's not necessarily meant to be African sounding," he warns, "though all jazz, because of its origins and references, has underlying African elements. These are snapshots, some of my impressions." Rather than being explicitly programmatic, "Safari Notebook" suggests Thomas's experience has been thoroughly digested and is related from a very personal point of view.
'They don't even have to be listened to as a suite," he insists. 'That arrangement is just for me, myself. And I certainly don't mean them to be political or sentimental."
Stop right there — Chapin doesn't mean to deny the commitment, honest sentiment and reflection evident in his entire band's playing of his music. There must be something evocative about the sketches' subject matter, their musical content if not their happenstance roots. Besides instrumental skills, honesty and commitment are values undoubtedly conveyed by such of Thomas's teachers as Jackie McLean (at the Hartt School of Music, University of Hartford), Paul Jeffrey, Ted Dunbar, and Kenny Barron (at Rutgers University); they are attributes, along with joyful grace and blues acknowledgement, present in every note and phrase Chapin and his colleagues play.

These qualities are equally apparent in the works Chapin offers in his quartet without Harrell. Thomas essays "Kura Kura" (Japanese for "dizzy"), one of his earliest written tunes, on his rare Conn mezzo-soprano (or F-alto), an instrument from the 70s pitched a whole step above the common E-flat horn. This piece honours the reed visionary, Rahsaan Roland Kirk; one senses the dedicatee particularly in the tune's bridge.
Thomas returns to alto for "Goodbye," a Gordon Jenkins song adapted by altoist Cannonball Adderly and pianist Bill Evans for their album Know What I Mean; here it gets a samba beat and impassioned treatment. On the title track, Chapin is both wry and soulful, his lament more effective as it gains a hint of irony, echoing the phrasiology of Brother Ray.
Thomas, we don't know you? 'Cause your music turns us towards the world, and sensitizes us to ourselves. As it should — and thanks, thanks again.
— Howard Mandel

	Thomas CHAPIN
	Live! On Tour
	1995
	50:16
	multimedia CD
label: Knitting Factory

Thomas Chapin: alto & flute

Mario Pavone (см.): bass

Michael Sarin: drums

1. Intro

2. Anima

3. Hat and Shoes

4. Ahab's Leg

5. Iddly

	Thomas CHAPIN
	Thomas CHAPIN, Tom CORA, Samm BENNETT: UNDERCOVER  COLLECTION  BAND
	1995
	76:56
	label: Knitting Factory

Tom Cora (см.) [cello]; Thomas Chapin [reeds]; Max Nagl [reeds]; Burkhard Stangl [g]; Samm Bennett (см. в файле 'Alternative') [perc].

"Thomas Chapin marks the arrival of a dynamic, new voice on alto saxophone" – Boston Phoenix

"Thomas Chapin is arguably the most aggressive alto saxophonist and flutist on the downtown-New York jazz scene." -- Seattle Weekly, Andy Bartlett

"His thick, lusturous tone and angular phrasing can blow away just about any kind of blues." -- Eddie Hazell

"Each of his albums are conceptually brilliant, melding hair splitting arrangements of sax, bass and drums to spikey brass and strings." -- Philadell)hm City Paper, Ludivig Van Trikt

"Versatility is the ticket to many destinations, and as far as jazz travelers go, Thomas Chapin has a slew of possible arrival points." -- Jim Macnie
An improvisational masterpiece based on the exploration of silence! This groundbreaking CD was recorded in pastoral Stainach, Austria.

UNDER COVER as mimesis: improvisation and composition as a musical game with communication, strategies of concealment, counterchecks and imitation, an identity game.

UNDER COVER strategies as artistic guerilla tactics are not simply intentionally imparted expression, but also serve the purpose of such in the association of nothing and approach. John Cage's compositional discovery of silence does not only contain aspects of innocence. Since 4' 33'' was formulated silence has also been conquered, mapped, domesticated. And logically, indeterminacy, like looseness, has since then been worthy of infiltration, an object of subtile subversion. Therefore, for a good UNDER COVER agent, there is no sound without a history. Creative Music, New Music can be understood and appreciated not only as a self-created style and social history. As a permanent UNDER COVER job, Art is unfaithfulness, a game of concealment, counterchecks, and imitation -- an identity game.

	Thomas CHAPIN
	HayWire
	1996
	70:05
	label: Knitting Factory Works (NY) www.knittingfactory.com
All compositions and arrangements by Thomas Chapin.

Thomas CHAPIN Trio: Thomas Chapin [a s, mezzo-soprano s, bar s, fl, miscellaneous instr.]; Mario Pavone (см.) [b]; Michael Sarin [d]; with strings: Mark Feldman [vln]; Boris Rayskin [cello]; Kiyoto Fujiwara [b].

THOUGHTS
A work is born because it demands to be born.  It is a seed from another dimension whose roots grow deeper even as the fruit ripens in the manifest world. This is only slightly a rational process. It can be named, but the Reality behind the name is much greater and remains mysterious.  It flirts with insanity. It dances with Angels and Demons.
My work reflects my inner world. Many beings inhabit this world— how am I to know them and ultimately love them, except to let them sing out through the music? Each work is a mission towards self-awareness.
HAYWIRE is a tangle of personalities —an energetic bundle of loose ends.  It is a state of mind where the normal rules have been disconnected, a snafu which frees me from the usual bindings.  In this situation, hope or desire of maintaining "everyday mind" is lost, and yet, it is here that my artistic supra-sensibility or potentiality can arise, unrestrained.
My music is often a vent for the imaginary monsters who reside within the lunatic asylum of my mind and other crazy characters which form the amalgam of "me." They appear and tell their story, receiving recognition, love and ridicule. Their manifestation is a way for me to get to know myself, to reflect and be reflected. And how I love to stare! Am I the Geek who is being gawked at or am I the gawker at the Geek? (The title, Geek Gawkin', was inspired by a Firesign Theater line.)  If you look up "geek" in an old dictionary, you'll definitely get an insight into the piece.
If I am sarcastic or teasing, which I often am, it is because mixed emotions reach unlit places within me.  Bittersweet is a mixture which carries a certain potential.  Bitter and sweet, when experienced separately, can overwhelm and carry me away into imagined ecstasy. But by experiencing the mixture— bitter/sweet—I can unite opposites and view my selves more deeply from understanding (or, over standing).
I am attracted to the Dadaists and Surrealists for their use of irrationality as a hammer, bashing through the sleepy formality of accepted reality in order to taste a bit of the sweetness of higher realms.  Of course, it's a dangerous game, as it should be.
Nowadays we are quite used to being shocked, and so "old trickster" must be summoned in new ways. Confound the expectations.  I want to give you the opposite of what you expect, maybe.  Unabashed beauty can be a shock, if applied at the right moment (context).  It's timing! Also, duration as a compositional element is vital, as in meditation where one rises and falls against the rock of Will. The point is to stay AWAKE and alive to what is going on.
ABOUT THE COMPOSITIONS
Haywire, as I explained above, represents the state of mind where nor​mal connections are severed, and new possibilities arise. When I can beam free of my "everyday mind,"  heightened sensibility and potential can arise, unbound, within me.  I hope for this condition every time I play.
Diva is the odd one here, but not really, although I've joked that it's my one concession on the CD to the concept of the strings "play for lovers" we all know and love—it's that and much more. She's also part of the pantheon of angels and demons dancing in my head, and Beauty will not be ignored.  (Maybe I am easily bored, but never by beauty.)
This evocative, quasi-operatic aria was written by the great Italian trumpeter and composer Enrico Rava, with whom I had the plea​sure to perform at the New Music Meeting in Baden Baden in Fall '95. A nod goes to Hermeto Pascoal, Brazil's musical genius, whose Bebe more than inspired the string cho​rus on my arrangement. By the way that's the mezzo-soprano saxo​phone in F (Conn 1928) singing the song.
Devil's Hopyard is a loose collection of pieces formed into a suite. These were composed specifically for the Trio plus Strings project, as apart from Haywire and Geek Gawkin', which were grown as trio pieces first, with an ear toward expansion. The hopyard (no such word in the dictionary) is a state park near the east-central Connecticut shore with a definite "Legend of Sleepy Hollow" feel. There are dark corners in New England that certainly correspond with the dark corners of the mind.
One night after a gig in New London, I felt compelled to drive through the unlit, wooded hopyard on one of those one-lane roads.  I stopped the car completely, got out and faced the darkness, alone. That's when the Bugbears came out. They are the false monsters made real only by the imagination and must be faced— stared down, if you will.
Anyway, the "hopyard" seemed like a good repository for some of the characters dredged up in the music. I especially like the rooty-tooty little fella in Hoofin'.
Eidolon is another term for "phantom," and it's lots of fun to hear what happens when you tell music ans to "play spooky" in the improvised sections.  Basically we do the same thing in Bump in the Night only there is no exact written part and there's a bit more "oomph."
Hoofin' quite unexpectedly developed into an African-sounding piece, particularly because Michael Sarin and I are big fans of African sounds, I suppose, and it just "went there."  Having been thoroughly steeped in the flute playing of Roland Kirk, I immediately made the connection when I heard recordings of various flute styles of West Africa-WOW! To hell with the flute-haters club!
The big challenge on Bugbears for me was to blow completely wild in the trio sec​tion and maintain a serene central eye ("I") which would enable me to negotiate the tricky technical passage immediately following, as well as keeping breath control through it. There's a real and practical lesson here!
At Peace with My Demons is one of those rare pieces which bubbles up whole and heartfelt onto the composer's page.  Its classical simplicity somehow evokes impressions I had of my sister Sally when I was a kid, so it's dedicated to her.
Finally, Geek Gawkin' is a big, clod-hopper stamper—a real rubbernecker, bulging eyes, vein popper, by gosh.  Everyone gets a a workout here—fiddle, cello (the devil's instrument!), dueling basses percus​sion, duck, and the beast (bari sax)!  Needless to say, there is the strong influence of many a well-spent hour watching cartoons here.
THE TRIO
There is the fundamental trio driving this project in terms of compositional concept and long-standing working relation​ships. I have been making music with bassist Mario Pavone in a variety of contexts since 1980.  He has also worked with Bill Dixon and Paul Bley, in addition to leading and recording with his own groups. He is a unique musi​cian, largely self taught,  artistically inspired and our musical lives have been intertwined through the years. Mario is the anchor of the group rhythmically and sonically, while the wit, humor and dialogue takes place between drums and saxophone on an almost telepathic level.
The TCT's debut was in summer '89 for a performance at the now-defunct Gas Station in the east-east vil​lage, New York City. The festival was curated by downtown music archivist Bruce Lee Gallanter (Listener par excel​lence!) and included Mario and drum​mer Pheeroan ak Laff.  It was Bruce who then set up the first hit at the Knit- a double bill with John Zorn trio in December '89.  One tune from that gig, Insomnia, found its way onto the pioneering series LIVE AT THE KNITTING FACTORY (VOLUME 3). This was Steve John's first performance with us and he became our drummer for the next two years, appearing on our first two CD's, THIRD FORCE and ANIMA.
In May-June '91, the trio did its first tour of Europe on the Knitting Factory bus-and-traveling road show with three other groups—James Blood Ulmer, Gary Lucas and Samm Bennett, and has toured there every year since.
Drummer Mike Sarin makes his appearance in the fall of '91, subbing on a few gigs and a few cuts of ANIMA, finally becoming a permanent member beginning with our cross-country Knitting Factory USA marathon bus tour in Spring '92.  Back then his talents were a well-kept secret—now he's the man in demand!  He's worked with such downtown luminaries as John Zorn, Dave Douglas and Ned Rothenberg, among many others.
As with Mario, Mike's sound and sensibility combine with the other two empathically so as to create and define our very particular trio sound. To me this is not just a musical group, it's a magic triangle, a generator! I feel truly blessed to have developed this kind of relationship with these two beautiful musicians.
In addition to our tours, the trio has had the good for​tune to appear at many of the major jazz festivals in Europe, Canada and Japan, as well as the Knitting Factory's What is Jazz? Festival in New York City and the JVC Jazz festivals in New York City, Saratoga, and Newport, Rhode Island. We were featured on the nationally televised Newport Jazz Festival '95 program (Hi, Mom!).
STRINGS
I really like the idea of taking this core trio and combining it with another grouping of instruments (as on INSOMNIA—trio plus brass), in such a way that the essential character of the trio still shines through.  I compose differently for the trio than I do for other situations, and carry this "trio mind" into composing for the larger projects.
We were extremely fortunate to have the virtuosic talent of Mark Feldman (violin).  His help in directing the string activi​ties was invaluable.  Prior to his omni-presence on the new music/jazz scene (with the likes of John Zorn, Bill Frisell, Billy Hart, etc.), he was an active player in the country-and-western world of Nashville, Tennessee, so I couldn't resist asking him for some fiddle on that hoe-down section of Geek Gawkin'!
Boris Rayskin (cello) is a Leningrad Conservatory of Music graduate who moved to New York in 1989, and, in addition to his orchestral gigs, has since been making his presence felt in the improvised music milieu. We had a lot of fun collaborating on various improvised music concerts so I knew he would be a good fit with this group. He really shines, for instance, in the free space of Bump in the Night in addition to his written melody feature in Diva.
I've known Kiyoto Fujiwara (bass) almost since coming to New York in '81, and we have had great experiences (and fun!) on several Japan tours with his group.  Kiyoto is a well-schooled (Julliard) and widely experienced musician, having performed traditional Japanese music, European classical and jazz (with Horace Silver, Clifford Jordan, Jaki Byard, among others), as well as being a very talented composer and improviser in his own right. On this project, he expertly performs a variety of functions— as an alternate to the other bass or in union with it, arco sections, group improvisations and in duet with Mario on Geek Gawkin'.
So, there you have it, as things stand at the moment.  I wish you good listening!
BE, HEAR, NOW!
THOMAS CHAPIN
July 1996

	Thomas CHAPIN
	The Peggy STERN – Thomas CHAPIN Quartet:

"The Fuchsia"
	1997
	67:19
	label: Koch Jazz (USA) http://www.kochint.com
rec. 1995

Peggy Stern [p]; Thomas Chapin [a s, fl]; Drew Gress [b]; Bobby Previte (см.) [d, + conductor on #10].

1. Lemon Essence 

2. Bar Flies 

3. Win Slow

4. Don't Mind If I Do

5. The Fuchsia

6. The Tomboy

7. You in the Nightie

8. The Magpie

9. Can't Complain

10. Not Since Bud

all tracks composed by Peggy Stern except #4 by Chapin and #10 by Previte.

	Thomas CHAPIN
	Sky Piece
	1998
	65:15
	label: Knitting Factory (NY)

Thomas CHAPIN Trio: Thomas Chapin [a s, fl]; Mario Pavone (см.) [b]; Michael Sarin [perc, d]. Engineer: Robert Musso (см. Musso; тж. c Laswell в ‘Alternative’).

Alto sax player Thomas Chapin began his career with luminalies Lionel Hampton and Chico Hamilton before branching out to participate in jazz on the fringes. His current trio features the extraordinary Mario Pavone on bass and percussionist Michael Sarin.

	Thomas CHAPIN
	Misako KANO Quartet & Thomas CHAPIN:

"Watch Out"
	1998
	67:12
	label: Knitting Factory Records (New York) www.knittingfactory.com 

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

An international Avant-Garde Gathering: Famed Japanese composer Misako Kano and compatriot Kiyoto Fujiwara meet NYC stalwarts Matt Wilson (Jazz Critics Circle Best new Artist 1997) and Thomas Chapin (“Marks the arrival of a dynamic, new voice on alto saxophone” – Boston Phoenix) to create a surreal mix of melody and mood.

“A broad range of dynamics, sensitive group interplay, and a forward-looking take on tradition color the Japanese pianist’s first recording on KFR.”

	CHARMING HOSTESS – см. в ‘Alternative’
	
	
	
	

	Bill  CHASE
	Chase
	
	33:09
	jazz-rock-fusion

label: Epic / Sony Records (Japan) 1995

Bill Chase [tp]; Ted Piercefield [tp, v (4,6)]; Alan Ware [tp]; Jerry Van Blair [tp, v (3)]; Phil Porter [k]; Dennis Johnson [b]; Angel South [g]; Jay Burrid [perc]; Terry Richards [v (1,2,5,7)].

When I first started listening, I thought that the drummer was the dynamo of a band. But then I became clear that — depending on the band in question — it could be the pianist, a bassist, or a horn man. And, for a time with Woody Herman, it was a lead trumpet player — Bill Chase. I remember the sheer excitement of the surging Herd with Bill at the engine, throttle wide open. He was and is a phenomenon — an energizer who, by strength of temperament and prodigious technical resources, can create an uncommon drive. Now, as heard of Chase, a nine-piece jazz-rock force of musical nature, Bill has indicated a new set of sonic and emotional possibilities. Unlike a number of previous attempts as jazz-rock fusion, Chase does not dilute either of its basic elements. As Bill Chase said in a ‘down beat’ interview, “If you’re playing jazz, it’s got to be good jazz with good time, swing... everithing. If you’re playing rock, it has to be good rock. So the group is really a challenge. We have to be pursuers in both idioms, yet be able to cross over.”  For this crossing over to work, everyone involved has to have a high level of musicanship as well as an unusual capacity for openness and flexibility. And Bill has found men with exactly these requirements. [...] On this first album, the scope of this singular group becomes immediately clear. All the trumpet solos — crisp and incisive — are by Bill. But it is the group sound and presence which particularly distinguish Chase from the whirlpool of sounds at the top of the 1970’s. The core of the band’s character is excitement are many and precise — the rhythmic drive and resiliency; the intricate and yet viscerally felt harmonic textures; the organic interrelationship between human and instrumental voices; the remarkable fullness of the band’s impact. “The reason we get such a full sound,” Chase told Jim Szantor of ‘down beat’, “is because the trumpets, which are usually written up high, are well supported by the organ and guitar and I often have the organ written in with the trumpets... and with electric bass, I have another voicing. I can write six- or seven-way voicings and get those wild-sounding chords out of them. So our bass player is like the baritone sax player in a big band. The organ is next thing, and with the guitar and the trumpets I’ve got the whole scale to play with.”  [...] Considering the quantity of skills in this nine-piece assemblage (no one here is expert at just one thing), the future of Chase ought to be without limit. It has already found a diversified audience — ranging from Las Vegas to such rock refuges as Chicago’s Beaver’s Tavern and encompassing both jazz clubs and college concerts. And this first album should further extend the impact of Chase. [...] Honest excitement is what Chase is all about. And that, friends, is rather rare.                               — Nat Hentoff

	Hariprasad  CHAURASIA  &  AMAREESH
	Here
	1991
	58:14
	label: New Earth Records

Hariprasad Chaurasia (см. тж. с: Zakir HUSSAIN) [Bansuri bamboo flute]; Amareesh J. Leib [other instruments].

 Hariprasad Chaurasia, India’s master of the Bansuri flute, inviting us to music of the heart: ecstatic and joyful, relaxing and meditative.

Hariprasad Chaurasia is without doubt the greatest master of the north Indian bamboo flute -- the Bansuri – and one of India's most important musicians. Listening to Chaurasia is pure meditation, like hearing the soundless sound, the music of silence.
“Just close your eyes and feel now and here, and suddenly existence opens its doors. You have always been part of it. You cannot be otherwise.” — OSHO: Beyond Psychology.

Флейтист Chaurasia — один из участников ECM’овского проекта Z.Hussain / Garbarek / McLaughlin / Chaurasia, который представляет собой вариант и продолжение проекта Shakti. И на этом CD музыка уже не Indian funk, а медитативный New Age с использованием тем индийской музыки.

	Hariprasad  CHAURASIA  &  AMAREESH
	Now
	1995
	55:46
	«Only after the last tree has been cut down, only after the last river has been poisoned, only after the last fish has been caught, only then will you find that money cannot be eaten.»  --  Cree Indian Prophecy

	The CHAZZ CATS
	E Swingus Vitus (No Known Cure)
	1999
	43:57
	neoswing

label: Chazz Cat Productions

e-mail: chazzcats@aol.com   www.chazzcats.com  (California)

Gerry Grosz – Vibes, 

Chad Clouse – Fiddle, 

Tom Whitehead - Piano 

Stefan Kuehn - Trumpet on Buona Sera 

Kristen Fairchild - whisper on Buona Sera 

John Cappabianco - Trumpet on Sugar in My Bowl 

The Monroe Sisters: Backing Vocals on Choo Choo Ch’Boogie

1. Thirteen Men (D. Thompson)

2. Choo Choo Ch'Boogie (D. Darling/M. Gabler/V. Horton)

3. Buona Sera (DeMichele/Dekose/Sigman)

4. Blue Room (C. Casey)

5. Swing Brother Swing (W.Bishop/I. Raymond/ C. Williams)

6. Need A Little Sugar In My Bowl (J. Brynn/ Small/C. Williams)
7. A Penny for Benny (C. Casey)

8. Swingin' &. Truckin' (Barlow/Dickerson/Farlow)

9. Why Don't You Do Right? (Barlow/Dickerson/Farlow)

10. Big Ten Inch Record (F. Weismantel)

11. Five Guys Named Moe
(JJ. Bresler/ LL.Wynn)

	Doc  CHEATHAM  
	Hey Doc!
	1975
	49:46
	label: Black & Blue (France), 1991

Doc Cheatham [tp, v]; Gene ‘Mighty Flea’ Conners [trb]; Ted Buckner [a s]; Sammy Price [p]; Carl Pruitt [b]; J.C. Heard [d].

Rec. in France, 1975.

D.C. – великолепный стилист, родившийся из глубины New Orleans. Аналогию в блюзе можно найти в лице Junior Wells.

Born in Nashville, Tenessee, on June 13th, 1905, Adolphus" Doc" Cheatham has to wait his late sixties to cut records that give full justice to his talent. A relative derision anyway, as this septuagenarian, always young, kept intact the flame and the mastership that made of him the unequalled lead trumpet of the bands of Chick Webb, Sam Wooding, Cab Calloway, Teddy Wilson, Eddie Heywood and some others. He spent the sixties playing in latin bands, a music that irritates jazz fans. Doc thinks, and he is right, that the important for him during these difficult years was to continue to play trumpet, and to play it well, for there is in this modest and sprightly man a perfectionist, who is not cons​cious of it. It is out of doubt that outside of his talents of "lead", "Doc" Cheatham is what the musicians call a "stylist". Listen to him in "Blues In My Heart", the melody of which he displays in a unique way, in "I Cover The Waterfront" where the accompaniement of the only piano of Sammy Price enhances the beauty, the precision of his phrasing, in "What Can I Say After I Say I'm Sorry" (an old hit of Nat King Cole), in "If I could Be With You". In these two last titles, a rare thing, Adolphus Cheatham sings in Louis Armstrong's style, for sure, but in a way that recalls irresistibly, the one of the late George "Fat Head" Thomas, the singer of the Mc Kinney's Cotton Pickers. Rare are the records like this one, that do not appeal to showiness or to some false orginality but to "First Choice Quality".

1. ROSETTA

(Hines-Woode)                5'56

2. I COVER THE WATERFRONT

(J.W. Greene - E. Heyman)       3'39

3. BLUES IN MY HEART

(B. Carter)                      6'17

4. WHAT CAN I SAY AFTER I SAY I'M SORRY 

(W. Donaldson - Abe Lyman)    4'16

5. SAINT JAMES INFIRMARY

(Primerose)                  4’47

6. SUGAR

(Pinkard – Mitchell - Alexander)    6'40

7. IF I COULD BE WITH YOU

(Creamer - James P. Johnson)    3'53

8. ROSE ROOM

(H. Williams - A. Hickman)        6'00

9. I WANT A LITTLE GIRL

(M. Mencher - B. Moll)           3'36

10. AIN’T MISBEHAV1N

(T. Fats Waller - H. Brooks - A. Razaf) 4'14

	Doc  CHEATHAM  
	Swinging Down in New Orleans
	1994
	70:35
	label: Jazzology Records (USA)

1. Swinging Down In New Orleans (A*) 4:11 

2. When I Grow Too Old To Dream (B) 4:51

3. I Want A Little Girl (B*) 6:18

4. You're Lucky To Me (B*) 3:27

5. Never Swat A Fly (B*) 3:07

6. I Can't Believe That You're In Love With Me (B) 3:32

7. Memories Of You (A*) 2:55

8. Avalon (C) 2:42 

9. Love Will Find A Way (D*) 2:55 

10. What Can I Say After I Say I'm Sorry? (A*) 3:12 

11. Mandy (A*) 4:59

12. I Would Do Anything For You (A*) 4:51 

13. My Ideal (C*) 3:16

14. World On A String (C*) 3:29

15. Swing That Musik (A) 3:28 

16. Original Jelly Roll Blues (B) 8:30 

17. Strutting With Some Barbecue (A*) 4:04

Adolphus Doc Cheatham — trumpet on all tracks, vocals on those marked "*"; Brian O'Conncll — clarinet on A, B and C tracks, and "the waiter" on track 17; Butch Thompson — piano on all tracks; Les Muscutt — guitar/banjo on A and C tracks; Bill Huntington — bass on A and C tracks, guitar on B tracks; Peter Badie — bass on B tracks; Ernest Elly — drums on A tracks. Recorded at Audiophile Studios, New Orleans, in Doc's eighty-eighth year.

"Swinging Down In New Orleans," composed by Dick Cary, became the title tune for this CD and relates a lot of the spirit of Doc's visits here. In view of Doc's history, it was appropriate to end with a tune written by Louis Armstrong, "Struttin' With Some Barbecue." "Never Swat A Fly" goes back to Doc's days with McKinney's Cotton Pickers, and "What Can I Say" is a good example of Doc's scat singing. When asked to play a blues tune. Doc created this version of "Original Jelly Roll Blues" which has never been recorded like it is here. I consider it very special, a gift where each musician contributed incomparably to the very haunting and ageless quality of Doc's playing. And speaking of ageless, "Swing That Music" reminds us one more time that Doc Cheatham defies stereotypic images of the term "octogenarian" and the great old age of 88. "When I Grow Too Old To Dream" was included for Dick Allen. Other tunes on this CD evolved spontaneously during the sessions although Doc and Brian O'Connell had a lot to do with the suggestions.

Doc's ties to New Orleans music reach back to King Oliver and Louis Armstrong who each were direct influences on his playing in the 1920s. The mute he carries with him, sculpt​ed out of copper and brass, once belonged to King Oliver. And if it hadn't been for the friend​ship and encouragement of Louis Armstrong, Doc might never have followed the path of the trumpet since there were difficult times that challenged his decision to become a musician.

New Orleans always has a warm welcome for Doc as a performer and as a friend. After his visits, we find he has given much more than he has taken because he shares so much of himself in his stories and his music. He speaks with respect of New Orleans musicians and is comfortable with them, swapping stories and listening to them play their music.

Besides his enjoyment of the local music and it's history, Doc is very fond of New Orleans creole cooking. He can often be seen in the French Market shopping for seasonings to take with him when he returns home to his wife, Amanda, in New York City. His trumpet case has sometimes been strategically packed with things like Louisiana hot sauce, or a package of seasoned red beans for his daughter. He has become an expert on shrimp creole, seafood gumbo, and places that serve catfish and grits for breakfast.

Another aspect of Doc's personality is revealed in his response to an invitation to visit a fifth grade class at Lafayette Elementary School. Having been scheduled to speak for thirty minutes, it was wonderful to see him almost two hours later with the children still crowding around him, asking questions and listening to his stories. When he went back to New York, the children sent him their thanks in the form of a traditional New Orleans king cake, a scrap-book containing their photographs, letters, and valentines. The package was delivered to him at Sweet Basil Club where he performs every Sunday.

Doc's friends in New Orleans are many, and I am happy for the opportunity to share this knowledge along with the music recorded here. Thank you Doc for working with us. May the inspiration, beauty and joy that you create in your playing flow back into your life and keep you strong.

Andrea New Orleans, April 1994
Brian O'Connell: "Doc Cheatham, his way of playing is the kind of playing that I aspire to. Whenever I have a problem, musical or otherwise, I think of Doc. His stories put my own experiences in per​spective so that I am able to see the bigger picture.”

Butch Thompson: "Doc Cheatham plays with the authority of the entire jazz tradition. It’s all there from the first note to the last."

Bill Huntington: "You feel a reverence to be playing with Doc because he goes back so far and has such a wealth of experience. We don't have many 'Docs' left. Also, Doc's a very great intuitive musician and we don't have many of those either. He's retained his energy and his love of music. At that first session I was knocked out by his positive vibe."

Doc Cheatham: "Louis Armstrong was my first real influence. I think I've stuck with that a lot. It’s a rare old New Orleans band kind of style."

Peter (Chuck) Badie: " I think he's amazing... Amazing grace, how sweet the sound. An amazing trumpet player, to be his age (88) and playing like some of them 40 year old cats out there! He's a very outstanding and intelligent man and he plays with a beautiful big round tone."
Les Muscutt: "They don't call him "Doc" for nothing. He has the magic prescription for every​one's blues."

Dick Allen: "Doc's amaz​ing .....for a young man! He's young at heart is what that means!"
Mina Lea Crais: A "leg​end" has no business play​ing and sounding like an eager, talented teenager.... It's not fair. But the rules don't seem to apply to Doc."

Looks, as they say, can be deceiving. Line eighty-eight year-old trumpeter Adolphus "Doc" Cheatham in your sights and you are bound to be duped. A dis​tinguished man, sure. His face is thin, creased and regal. He wears a bolo tie cinched around his neck, colorful clothes and sports an inimitable hairstyle. But fragile; Doc Cheatham is an incredibly fragile looking man.

He is slight of build and willowy. When he walks, each step is slow and deliberate, his movements are economical and selective, almost mechanical, and no bit of energy seems wasted. His speaking voice is a delicate whisper. The words are soft, sweet and lyrical.

As he prepares for a performance, Doc puts down his trumpet case as if it is a carpenter's box, readying his tools for the job at hand. He opens it, pulls the mouthpiece from its slip and gives it a few preliminary blows, squeaking out fragments of melody. Doc then takes the trumpet out and begins to look it over, inspecting it carefully, lovingly, as well he should for trumpets have served him well for the better part of this century. He makes adjustments to the tuning slides and quick runs on the valves. The final piece of equipment Doc readies is his knee; he rubs and mas​sages, priming it for the short journey to the stage.

If you watch all of this you might find yourself thinking, "he's not gonna make it." But after someone helps him up, well, you better look out because when Doc Cheatham places the trumpet to his lips, spreads his arms and makes them wings, all vestiges of frailty and torpor fall away and he begins to soar with unexpurgated joy. When he performs he is transformed into a sort of mercurial cherub, blowing lead trumpet like a man one-third his age.

Consider the transformation, and combine it with the fact that Doc has the ideas and subtlety of a man who has been playing professionally since the 1920's, a man of wisdom, then you have a combination that perhaps has never before, and will never again, be found in one man. You are confronted with an individual who has soaked up in person virtually the entire history of jazz and still has the chops to lec​ture the necessities of that history through the bell of his Bach horn.

This recording, perhaps best subtitled "Jazz-101," highlights Doc's prowess as a trumpet player of aston​ishing gifts, as well as an incompara​ble vocal stylist — sly, joyous and melancholic (many times all at once).

So often contemporary record​ings of "Traditional" jazz have a cer​tain stilted quality about them; the musicians treating the material as if it belongs in a museum. Here, Doc Cheatham and his talented sidemen prove otherwise. This compact disc can't be categorized "Traditional" or "Modern.” It is, more simply, jazz.

Jon P. Pult, Production Coordinator

	Doc  CHEATHAM  
	Doc  CHEATHAM  &  Nicholas  PAYTON
	1997
	62:46
	label: Verve

Doc Cheatham [tp, v]; Nicholas payton [tp]; Tom Ebbert [trb]; Jack Maheu [cl]; Les Muscutt [g]; Butch Thompson [p]; Bill Huntington [b]; Ernie Elly [d].

Forget about generation gaps. If proof were needed that the spirit of Louis Armstrong lives on a quarter-century after his death, this summit meeting between two of his foremost disciples, separated by a mere 68 years, makes it abundantly clear. Doc Cheatham, 91, and Nicholas Payton, 23, make music together here that is so full of life, so flowingly natural, that words like "re-creation" do not apply. This is contemporary jazz. living testimony to the enduring validity of the discoveries first made in New Orleans at the birth of this waning century.

When Cheatham and Payton got together in a New Orleans recording studio it was not their first encounter: "Doc doesn't remember this. but I first met him seven years ago on the S. S. Norway. I was in a high school band from New Orleans, but since the leader played trumpet, I had to switch to trombone, and my arms were too short to play it right. There's no reason why Doc should remember me. but I was knocked out by hearing him play 'Do You Know What It Means to Miss New Orleans?' Another of my idols, Clark Terry, was in charge of the happenings."

A few years later. Payton sat in with Cheatham at the New York club Sweet Basil, where the venerable Mr. Cheatham has been holding forth with his quartet on Sunday afternoons for some seventeen years, and this is the encounter Cheatham recalls: "He surely impressed me. He can play everything, from modern to New Orleans. He's got it all. And he's the clos​est to Louis."

The truth of that observation was made clear to the writer of these words in late 1995, when Wynton Marsalis (another of Payton's mentors) put together an ambi​tious tribute to Mr. Armstrong at Lincoln Center. Among the array of trumpeters who gave us their impressions of the mas​ter, Nicholas Payton stood out, not least because the notes flowed from his horn in such an unforced manner. "No, I don't feel I have to adjust to play in different styles. Growing up in New Orleans, it comes naturally; playing vari​ous kinds of music is no big deal. I've always been the type of player to try to fit into my musical surroundings. I like to play with everybody, and I'm interested in how we sound as a unit. Doc and I think alike in that respect, so we don't step on each other's toes, we listen to each other, and try to support each other. That's why making this album was such a beautiful experience—everyone was there to give Doc what he wanted." Payton observes.

The album is a culmination of the romance between Cheatham and New Orleans that is one of the products of this amazing man's late-blooming career as a soloist. He first encountered New Orleans music in the 1920s, when he came to Chicago from his native Nashville. Here he heard Armstrong, Freddie Keppard, and King Oliver; Armstrong, who thought enough of the young man to send him in as a substitute on one of his several jobs – with Erskine Tate’s pit and show band at the prestigious Vendome Theater. [...]

These forces are deployed in various ways in a program of tunes selected primarily by Cheatham. It includes well-known jazz standards as well as seldom-heard gems from the Cheatham repertory, and it should be noted that Payton encountered quite a few of these for the first time at the session, though he deals with them as if they were old friends.

Once you start to listen, distinguishing between the sound and phrasing of the two protagonists should not be a problem, though there are times when they both get so close to Armstrong that it's a tough call. The most intimate collaborations are the tunes on which Cheatham and Payton are backed only by the rhythm section (and in the case of "Out of Nowhere", just gui​tar and bass); on several of these duets, Cheatham also sings. The other numbers involve the full band.

Wonderful moments abound, among them the interplay on "Nowhere", the unique ambiance of "Jada", with one of Cheatham's greatest vocals ever; Payton's evocation of Armstrong at the conclusion of "Right to Sing the Blues" and his stop-time stuff on "Dinah"; and the long, rhapsodic "Stardust" (in one of two takes, the one that Cheatham insisted be used—he's a soft-spoken, gentle man, but when he really wants something, he gets his way).

There are a couple of unique items: "Do You Believe in Love at Sight?", a Ted Fiorito and Gus Kahn tune recorded in 1931 by McKinney's Cotton Pickers when Cheatham was in the band—Quentin "Butter" Jackson did the vocal that Cheatham reprises so soulfully here, and "Maybe", a 1935 tune that sounds older, by Flynn and Madden, which entered Cheatham's repertory when a Sweet Basil customer requested it and Cheatham's pianist. Chuck Folds, happened to know it—Cheatham's half-spoken vocal is yet another gem. And on "Love", hear the effective key change that follows one of Cheatham's most inventive solos. Also worth noting is that the lyric Doc sings on "Save it Pretty Mama" is the second, by Andy Razaf, not Don Redman’s original, used by Armstrong. This cut also sports Maheu's best effort and a nice Thompson piano bit. Barbarin scores with the plunger on "Love".

You too, dear listener, will believe in love at sight—or rather, at hearing—when you delve into this great encounter that transcends artificial categories and cap​tures the essence of the spirit of jazz.

	Vladimir CHEKASIN
	Con Anima
	1977
	41:10
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin (см.) [p, basset], Vladimir Tarasov [perc, d], Vladimir Chekasin [a s, cl, chalumean].

rec. 1977 in Vilnius
ГТЧ и их музыка – эпоха в истории новейшей отечественной культуры. По своему месту и роли в становлении идейно-эстетического сознания, альтернативного консерватизму и косности советского официоза, они представляют собой явление, сопоставимое с фильмами Андрея Тарковского и спектаклями Театра на Таганке. Зародившись в недрах советского джаза 60-х – искреннего, преданного, наивного и неизменно вторичного, трио Ганелина неожиданно вознесло почти безнадёжно провинциальный советский джаз на невиданную до тех пор высоту, заставив нас, слушателей не только ритмично свинговать и отличать кто из «наших» лучше «снимает» ту или иную «их» звезду, но и слушать Музыку. Если, слушая пионеров джаза послевоенной поры, их сверстники в эпоху оттепели 50-х или 60-х ощущали радость и восторг от новизны, раскованности и раскрепощённости, от всё возрастающего чувства причастности и едиства с тем иным, большим и свободным миром, который приоткрылся и манил из-за ржавеющего и ветшающего железного занавеса, то мы в 70-е и 80-е, слушая ГТЧ, внезапно для себя самих ощущали, что присутствуем при рождении чего-то совсем нового, самобытного, своего. Строя дом своей музыки, Ганелин, Тарасов и Чекасин брали по кирпичику у Альберта Эйлера и Сан Ра, Чикагского Художественного Ансамбля и Орнета Коулмена. Но то были лишь приёмы, моменты скорее технологического свойства. А вот музыка, новая музыка, была своя! А значит наша!

Con Anima (с душой), вышедшая в 1977 году, - первая из изданных «Мелодией» пластинок трио Ганелина. Она сыграла поистине революционную роль в изменении джазового сознания в стране. На самом деле, строго говоря, Con Anima не была первой – ей предшествовала выпущенная годом раньше в Польше концертная запись их выступления на варшавском Jazz Jamboree. Однако и для меня, и для многих в этой стране Con Anima, строгая и свободная, сложная и простодушно игривая, овеянная почти мифическим ореолом, как первая любовь, остаётся единственной – легендарной пластинкой легендарного трио.

-- Александр Кан

	Vladimir CHEKASIN
	Catalogue
	1979 
	46:41
	label: Leo

Ganelin, Tarasov, Chekasin

live recording

	Vladimir CHEKASIN
	Concerto Grosso
	1980
	35:08
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin [p, bells, ac/el g, trb, tambourine], Vladimir Tarasov [perc, d, tp, rabob], Vladimir Chekasin [a/t/bar s, cl, bass cl, ocarina, t/s fl, vln].

rec. 1980 in Vilnius
После выхода Con Anima прошло долгих четыре года. Четыре года самого расцвета ансамбля, самых его блестящих, дерзких и изобретательных концертных программ и триумфальных выступлений на фестивалях. Разумеется, трудно было ожидать, что консервативная и тяжеловесная «Мелодия» будет оперативно записывать и выпускать «странную» музыку ансамбля авангардного джаза. Вошла в историю реплика директора «Мелодии» Шабанова на худсоветовском обсуждении Concerto Grosso: «Неужели мы должны быть впереди Запада ещё и по авангарду? Нет, нашему народу эта музыка не нужна. Пусть полежит.» Но Concerto Grosso вышел спустя всего лишь полгода после записи – в те времена чёрных дыр и бесконечно длинных полок советской культуры срок поистине ничтожный.

Concerto Grosso, как впрочем и Con Anima, чисто студийная работа. В обеих экстатичность, импровизационность и раскованность живых выступлений уступали место большей внутренней сосредоточенности и подчинённости композиционной структуре. В какой-то степени можно даже говорить о том, что ГТЧ на концертах и в студии – два разных ансамбля. 

Эти записи, возвращённые сейчас к жизни, доказывают, что с годами не только не утратили своей свежести, но и приобрели выдержанность настоящей классики.

-- Александр Кан

	Vladimir CHEKASIN
	Poi Seque
	1981
	36:47
	label: Sonore (Vilnius, Lithuania), 1995

Vyacheslav Ganelin [p, g, basset, bugle, fl], Vladimir Tarasov [perc, d, fl], Vladimir Chekasin [saxes, trb, fl, prc, vln].

rec. 1981 in Vilnius

Poi Seque = Далее Следует...

После неожиданного триумфа на фестивале Jazztage в Западном Берлине известный немецкий критик и историк джаза Иоахим Эрнст Берендт, потрясённый музыкой трио, писал: «Это самый дикий и в то же время самый организованный фри-джаз, который мне довелось слышать за многие годы». К ним пришло международное признание, не было проблем ни с концертами, ни с фестивалями, ни с пластинками. Появилась большая свобода и раскованность в подходе к материалу. Именно такой раскованностью и свободой – отнюдь не в ущерб качеству композиционного материала – и отличается Poi Seque – третья пластинка трио Ганелина на родине, и, пожалуй, самая «джазовая», точнее, конечно же, фриджазовая из студийных работ.

Ужасно интересно сегодня возвращаться к не утерявшим своей свежести шедеврам почти пятнадцатилетней давности, к музыке, - в те годы иногда помимо, а то и против воли её создателей – насыщенной мощнейшими культурными, эстетическими и идеологическими зарядами. Сегодня, с исчезновением целей, по которым должны были бить эти заряды [я бы говорил об исчезновении резонансов (>S<)], они как будто тоже исчезли. А Музыка осталась. Стала лишь чище и светлее. И ей есть куда следовать... Poi Seque...

-- Александр Кан

	Vladimir CHEKASIN
	Semplice
	1983
	
	LP   40:16 

Ganelin, Chekasin, Tarasov                                                                         

	Vladimir CHEKASIN
	New Music from Russia - Document 80`s (Disc 8)
	
	74:00
	label: Leo  http://www.leorecords.com/ 
DOCUMENT 8:

1. Chekasin – Solo and Duo in Blue  20:18

2. Tarasov – Something is Happening in The Seascape  18:24

3. Ganelin – Simultamente  18:44

4. Ganelin-Tarasov-Chekasin – Old Bottles  16:31

	Vladimir CHEKASIN
	Second Siberian Concert
	1994
	43:56
	label: Ermatell Records (Новосибирск)

Recorded live in Novosibirsk, Sept. 15, 1985.

VLADIMIR CHEKASIN - soprano, alto, tenor saxophones, clarinet, synthesizers, piano 

OLEG MOLOKOEDOV - piano, organ, accordeon, synthesizer 

SERGEY PANASENKO - bass, percussion 

SERGEY BELICHENKO - drums, percussion

1. Popular Jazz Theme Medley                   15:26

2. Music Each In Us (V. Chekasin)                  25:41

3. Natural Rock-Boogie (V. Chekasin)                2:31

Эта запись может представлять лишь теоретический интерес. Поэтому мы рекомендуем использовать #2 и 3 для дописки к другим альбомам Чекасина.

	Vladimir CHEKASIN
	Christmas Rhapsody
	1994
	42:09
	label: Ermatell Records

one-track recording

Записано на студии Ермак в Новосибирске 30.12.1986.

VLADIMIR CHEKASIN - soprano, alto, tenor saxes, clarinet, piano, bass-clarinet, synthezator 

OLEG MOLOKOEDOV - piano, keyboards, trumpet 

SERGEY PANASENKO - bass 

SERGEY BELICHENKO - drums, percussion, glokenspiel, bells 

ANTON BARAKHOVSKY - violin 

MICHAEL BARAKHOVSKY - trumpet 

VLADIMIR TOLKACHEV - alto saxophone 

DMITRY STERKHOV - tenor saxophone 

VLADIMIR TIMOFEEV - bariton saxophone 

VLADIMIR VYSOTIN - vibes, marimba, xylophone, tympani, gong

Мы предлагаем вашему вниманию практически неизвестную широкой пуб​лике России запись, на которой представлен маэстро Владимир Чекасин и джа​зовая группа "Снежные дети".

Середина и конец 80-х годов - наболее продуктивный период для Владими​ра Чекасина. Распад трио ГТЧ (Ганелин-Чекасин-Тарасов) по разному сказался на творческой судьбе его участников. Для Владимира Чекасина, как считают многие джазовые знатоки, это стало желанным освобождением. Вполне воз​можно, что именно он явился тем скрытым зарядом, который разрушил ГТЧ. Внутри ГТЧ Чекасин являлся наиболее джазовым элементом - эту неявную когда-то очевидность подтверждают все поздние записи трио, формальным ли​дером которого оставался Вячеслав Ганелин.

Освободившись от очаровательных, но слишком жестких пут знаменитого трио, Чекасин пустился во все тяжкие, предлагая джазовой публике разные ва​рианты своего музыкального существования. Наиболее известен тот период его творчества, когда на отечественной джазовой сцене появился джаз-шоу-мен, словно специально отрицавший все, что он сделал в музыке в союзе с Ганелиным и Тарасовым. Из джазовой камеры Чекасин вышел на джазовые пло​щади, умеренной коллажности ГТЧ он противопоставил персональный постмо​дерн и, возможно, остался бы в истории провинциального советского джаза как талантливый фельетонист. Однако, его разноликость обманула многих, ибо оказалось, что в сущности Чекасин - джазовый традиционалист. Его путешест​вия в околоджазовые измерения оказались на поверку всего лишь путешествиями дилетанта-авангардиста, которому на самом деле уютнее в знакомом и обжитом мире мэйнстрима. Что подтверждает данная запись.

"Рождественская рапсодия" - это возвращение музыканта из соблазнитель​ных сфер в знакомый мир. Это - почти гармоническое состояние души, которую вряд ли что запредельное соблазнит. Рапсодизм Чекасина на этом диске - простота высказывания, которой владеют немногие джазовые исполнители. Рапсодия не приготовлена заранее, хотя после прослушивания не верится, что это так. Изначально группе была предложена только авторская концепция. Все остальное - результат спонтанного исполнения.

Владимира Чекасина принимает джазовая группа "Снежные дети" из Ново​сибирска, известная только российским знатокам джаза и записанная единож​ды на компакт-диске фирмы "Лио" во время ее концертов в рамках Фестиваля советского авангардного искусства в Швейцарии. Группа "Снежные дети" запи​сала целую серию композиций, в основу которых положена музыка коренных народов Сибири. Союз с Владимиром Чекасиным на этом компакт-диске, для "Снежных детей" - естествен. Как союз творческих установок, принципов, "Снежные дети" - полистилистичны и, в отличие от многих спонтанных групп, с которыми работал В.Чекасин на разных сценах, они не приспосабливаются под маэстро и не бредут в слепую за его дудочкой. Достаточно послушать вторую и третью части "Рапсодии", чтобы в этом убедиться. Несмотря на то, что эклек​тика постмодернизма Владимира Чекасина в "Рапсодии" слишком очевидна и является одинаково привлекательной как для традиционалистов, так и для лю​бителей новаций, музыка, зафиксированная на этом компакт-диске, дает дос​таточное представление о неодномерности российского джаза, а также о его потенциале. В "Снежных детях" представлены как ветераны сибирского джаза (Сергей Панасенко, Сергей Беличенко, Владимир Толкачев), так "призывники" более поздних лет (Владимир Тимофеев). Этот симбиоз оказался продуктивным и в высшей степени лю​бопытным.

--- В. Котельников

	Vladimir CHEKASIN
	Bolero -2

or Provincial Melodrama with Emotional Throwback
	1992
	40:53
	one-track recording

Vladimir Chekasin [ac p, reeds, perc]; Vitas Labutis [reeds, perc, recorders]; Vladimir Tarasov [perc, d]; Yuri Kuznetsov [k, ac p].

	Vladimir CHEKASIN
	Imperial Rhapsody
	2001
	66:56
	1. Imperial Rhapsody  47:55

2. Songs From Lard  19:00

	CHERRY POPPIN’ DADDIES
	The Swingin’ Hits Of The ZOOT SUIT RIOT
	1997
	51:25
	neo-swing
Steve Perry (ex-Journey) [v, g]; Dan Schmid [b]; Dana Heitman [tp, trb]; Jason Moss [lead guitar]; Sean Flannery [t s]; Ian Early [a&t s]; Tim Donahue [d]; + with guests.

	CHERRY POPPIN’ DADDIES
	Soul Caddy
	
	43:18
	Steve Perry [v, g, k, stylophone]; Dan Schmid [b]; Dana Heitman [tp]; Jason Moss [lead guitar]; Sean Flannery [t s, bass cl]; Ian Early [a s, bass cl]; Tim Donahue [d]; Dustin Lanker [k]; Dewey Redman (см.) [t s]; Bryce Peltier [trb]; Carol Steel [perc].

	Donald  CHERRY
	Complete Communion
	1965
	40:15
	Don CHERRY -- см. тж. с: Ornette  COLEMAN; John COLTRANE; Sonny ROLLINS; M. TOGASHI; C. HADEN; Collin WALCOTT; Heiner GOEBBELS; Bengt BERGER; CODONA; Trilok GURTU; The JAZZ  COMPOSER’s  ORCHESRA; Brion GYSIN;

label: Blue Note, 2000

Don Cherry [cornet]; Leandro 'Gato' Barbieri (см.) [t s]; Henry Grimes [b]; Edward Blackwell [d].

rec.: Dec. 1965

	Donald  CHERRY
	Mu (First Part / Second Part)
	1969
	68:57
	label: SNAP (067)

rec. 1969

Don Cherry – pocket trumpet, piano, indian flute, bamboo flute, voice, bells, percussion

Ed Blackwell – drums, percussion, bells

1. brilliant action

2. amejelo

3. total vibration

4. sun of the east

5. terrestrial beings

6. the mysticism of my sound

7. medley

  a) dollar brand

  b) spontaneous composing

  c) exert, man on the moon

8. bamboo night

9. teo-teo can

10. smiling faces, going places

11. psycho drama

12. medley

   a) theme: albert heath

   b) theme: dollar brand

   c) babyrest, time for...

	Donald  CHERRY
	Brown Rice
	1976
	39:18
	label: A&M, 1989

Don Cherry [tp, el p, v]; Charlie Haden [ac b]; Billy Higgins [d]; Frank Lowe [t s]; Bunchie Fox [el bongos]; Moki [tamboura]; Ricky Cherry [el&ac p]; Verna Gillis [v].

1. Brown Rice

2. Malkauns

3. Chenrezig

4. Degi-Degi

The lyricism, tenderness, power and stateliness of this music, held together by a sorrow that gradually rises to a sober joy, should give you a feeling of being lifted up, which is the purpose of most music. 

	Donald  CHERRY
	Old And New Dreams
	1977 
	44:02
	label: Black Saint

Don CHERRY [poc. tp]; Dewey REDMAN (см.) [t s, musette]; Charlie HADEN (см.) [d];  Ed BLACKWELL [d].

	Donald  CHERRY
	WALCOTT, CHERRY, VASCONCELOS:

Codona (1)
	1979
	42:55
	label: ECM

CODONA:  Collin Walcott [sitar, tabla, sanza, voice, hammered dulcimer, timpani], Don Cherry (см.) [tp, doussn'gouni, voice, flutes,  melodica, organ], Nana Vasconcelos [berimbau, percussion, voice, cuica, talking drum].

	Donald  CHERRY
	WALCOTT, CHERRY, VASCONCELOS:

Codona 2
	1980
	39:33
	label: ECM

	Donald  CHERRY
	WALCOTT, CHERRY, VASCONCELOS:

Codona 3
	1982
	46:28
	label: ECM

	Donald  CHERRY
	El Corazon
	1982 
	44:35
	label: ECM

D.Cherry [pocket tp, p, melodica, doussn'gouni, organ], Ed Blackwell [d, wood drum, cowb.]

	Donald  CHERRY
	Art Deco
	1989
	56:25
	Don Cherry [tp], James Clay [t s], Charlie Haden [b], Billy Higgins [d]. 

	Donald  CHERRY
	Multikulti
	1990
	51:56
	label: A&M Rec.

Don Cherry [pocket tp, v, Doussin' gouni, pods, melodica, Norwegian Birchwood flute, p]; Bob Stewart [tuba]; Carlos Ward [a s]; Peter Apfelbaum [t s, p, palitos, marimba]; Mark Loudon Sims [b]; Ed Blackwell [d]; Karl Berger [marimba]; + The Hyeroglyphics Ensemble.

All songs written by Don Cherry.

	Donald  CHERRY
	Brotherhood Suite
	1997
	64:50
	label: Flash Music (Stockholm, Sweden)

1. A.B.F. (Cherry) 3.03 

2. Brotherhood Suite II (Cherry) 11.08 

3. In A Geodetic Dome (Cherry) 4.07

4. Pannonica/Skippy (T. Monk) 11.25 

5. Brotherhood Suite I (Cherry) 34.55, incl Bra Joe (composed by Dollar Brand - Abdullah Ibrahim), 4.25

Nr 1: Don Cherry pocket-tp; Maffy Falay tp; Bernt Rosengren, Tommy Koverhult ts; Torbjorn Hultcrantz b; Leif Wennerstrom dr. 

Nr 2: Cherry pocket-tp; bamboo flt, p; Rosengren, Koverhult ts; Hultcrantz b; Wennerstrom dr. 

Nr 3: Cherry pocket-tp, gong. 

Nr 4: As nr 2, but Henno Tooming p -- added. 

Nr 5: Cherry pocket-tp, p, bamboo flutes, birdwhistle vo, gong; Rosengren ts, flt, oboe, bamboo flt; Hultcrantz b; Wennerstrom dr.

The Music

1. A.B.F. (Arbetarnas Bildningsforbund)
1968 was the year when protest and desire for change reached a peak internationally. The feeling of revolution was in the air. Traditional norms, social, political and artistic were challenged, young people we​re experimenting with new “life sty​les” religious, marxistic, psychologic. It was at this time this recor​ding was made, 15th of May 1968 at The A.B.F. House in Stockholm. The energy and enthusiasm of this informal rehearsal is a reflexion of the spirit of the time. Five floors above the legendary jazz club “The Golden Circle” in a rehearsal studio Don assembled a group of young musicians from the jazz elite of Sweden, Bernt Rosengren and Tommy Koverhult on tenor saxo​phones, Torbjorn Hultcrantz on

bass, Leif Wennerstrom on drums, Maffy Falay and Don on trumpets (Don a pocket trumpet). The dense​ly woven yet elastic joint improvisa​tion is open and free -- a new fresh wind is blowing.
2. Brotherhood Suite II
This recording was made 22nd of August 1969 at the Sergel Theatre in central Stockholm. The piece opens in joyous tumult with Don's trumpet soaring in the highest re​gister in a texture of interlaced so​los and charging cadences. The horns emerge for brief statements over the undulating rhythm patterns with ethnic echoes. This leads to a subdued interlude where bass and piano take over the flow and move it forward to the bright unison finale. The group is the same as in the pre​ceding piece with the exception of Maffy Falay's trumpet. Besides the pocket trumpet Don also plays flute and piano.
3. In A Geodetic Dome
The American architect Buckminster Fuller was exhibiting one of his famous Geodetic Domes at Stock​holm's Modern Museum in the summer of 1971, and Don was en​gaged to do a series of concerts in it. Don enjoyed this environment as is evident by this beautiful, lyrical, meditative solo, that exposes Don's contemplative nature. Besides play​ing pocket trumpet, Don hits the gong and also “plays” the piano by blowing over its strings to set them in vibration while the piano pedal is pressed down with a stone. This re​cording was made 3rd of July 1971.
4. Pannonica/Skippy This recording was made 26th Au​gust 1974 at a short-lived jazz-rock club in Stockholm's harbour called Fregatten. The personal is the same as “Brotherhood Suite II” with the addition of the pianist Henno Tooming. Pannonica and Skippy, two Thelonious Monk compositions, are here examined, dissected and re-combined in this memorable ses​sion.
5. Brotherhood Suite I
This composition's mood shifts from very relaxed to heated intensi​ty. A mosaic of colors and textures reflecting different influences, Indian ragas, Turkish folk music and Ornette Coleman's “Harmolodic”. Even Dollar Brand's (Abdullah Ibrahim) “Bra Joe” is injected with its South African touch which gives this com​position a “World Music” precense. Unconventional and unexpected moments are created by Bernt and Don switching instruments giving the composition a greater orchestral dimension. It has basically three mo​vements. In the first opening swift short phrases introduce a bass and gong interlude followed by bamboo flute and oboe, trumpet, tenor and bells. Don interrupts the suite and presents the musicians then continu​es Dollar Brand's “Bra Joe”, this time on piano with Bernt on flute. The last movement has its humorous and playful ironies with bird calls and even Don whistling at the end. A very memorable session luckily captured at the Sergel Theatre 26th of July, 1968. Don plays pocket trumpet, pi​ano (voice) diverse bamboo flutes, bird whistles and gong. Bernt plays tenor, flute, bamboo flute and oboe, Torbjorn Hultcrantz bass and Leif Wennerstrom drums.

------ Stockholm, May 1997 Harvey Cropper

Don planted seeds wherever he travelled. These seeds are still growing all over the world. Don's influence, in fact, on the pre​sent flourishing World Music scene is enormous. Don played with many musicians as well as non-musicians on countlessly different types of in​struments including the voice. Don had this magical spirit that just said “Do it” and it was very hard not to be affected by this spirit -- it was al​most impossible.

Don planted some very producti​ve seeds in Sweden, his “home-base” (1965-1985), both in the capital city, Stockholm, and Tagarps Skola (an old wooden Village School in the north of Skane, a southern Pro​vince, surrounded by forest, lakes and stone walls). Bernt Rosengren, Okay Temiz, Johnny Dyani, Maffy Falay, Bengt Berger, Christer Bothen, Sune Spangberg, Neneh Cherry, Eagle Eye Cherry, Jan Cher​ry, David Cherry, Christian Cherry are some of these seeds and there are many more. They all learned a lot about music and life from Don, but above all a certain spiritual well being. Don in his turn learned a lot from his musical companions and much of his development into so called World Music was influenced by them, not forgetting, of course, his determined and inquisitive man​ner that got the ball rolling.

After his visit in 1965 with the Al​bert Ayler Quartet he decided to stay in Sweden. He had actually played earlier in Sweden with Son​ny Rollins in 1963 and then Archie Shepp later in 1963, so he wasn't a complete stranger to the then flou​rishing Swedish jazz scene. The most prestigious venue in Stock​holm at that time was The Golden Circle, which along with The Montmartre Jazz Club in Copenhagen were two of the best venues on the European jazz scene. In those days musicians/groups played for several days, sometimes weeks, at the sa​me venue (so unlike today's one night stands), thus allowing both the musicians and the audience a chance to relax and get to know each other. Most importantly the musicians themselves had a chan​ce to open up, experiment, explore and to exchange ideas. This was a very fruitful period in the continuing history of music. Naturally, Don didn't play exclusively at The Gol​den Circle or The Montmartre as he played at numerous other clubs where musicians gathered. Luckily for us these sessions were recor​ded. I hope you enjoy them.

Don Cherry will be long remem​bered in the Swedish world of mu​sic. Don Cherry will be long remem​bered in all music circles all over the world. 

Om mani padme hum
----- Steve Roney Stockholm May 1997

	CHICAGO
	II
	1970
	67:22
	

	CHICAGO
	III
	1971
	71:27
	2-record set in 1 CD

	CHICAGO
	V
	1972
	44:38
	

	CHICAGO
	VI
	1973
	38:22
	

	CHICAGO
	VII
	1974
	72:34
	2-record set in 1 CD

	CHICAGO
	VIII
	1974
	39:31
	

	CHICAGO
	X
	1976
	38:11
	

	CHICAGO
	XI
	1977
	44:35
	

	CHICAGO
	XIII
	1979
	46:55
	

	CHICAGO
	XIV
	1980
	38:34
	

	CHICAGO
	Twenty One
	1991
	52:03
	

	CHICAGO
	Night And Day
	1995
	51:29
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	SONNY  CLARK       MEMORIAL QUARTET
	Voodoo
	1986 
	43:21
	label: Black Saint

John Zorn (см.) [as], Wayne Horvitz (см.) [p], Ray Drummond [b], Bobby Previte (см.) [d].

Сonrad Yeatis `Sonny` Clark (7/21/31 - 1/13/63) was a fine gospell, blues and bop-influenced pianist, raised near Pittsburgh, who lived in San Francisco, Los Angeles and New York, gigged with luminaries including Buddy De Franco, Art Farmer, Wardell Gray, Dexter Gordon, Charles Mingus, Jackie McLean, Ike Quebec and Dinah Washington, and recorded several idiomatic albums of personalized standards and melodic originals for Blue Note during the late ‘50s and early ‘60s before the hoodoo of drug addiction wasted him. Today, Clark is obscure to all but the most devoted jazz aficionados.       Wayne Horvitz is a self-assured young man of 30, a multifarious keyboardist probably best known for his contributions to the, ahem, post-modern school of experimental improvisation. Pragmatic and ambitious, more the only magic Horvitz practices in public is the spinning of music from his imagination into thin air. Horvitz covering Clark ? As you’ll hear, he’s got the chops, the feel, the experience. “When else would I get a chance to show the conservative side of my improvising, to make a jazz record for a jazz label?” Wayne eventually realised. “Why not? The funny thing is that all John Zorn ever practices is bebop,” Horvitz shrugs, “and we’ve been doing Sonny Clark’s tunes together since the late ‘70s, when Zorn and Previte and I and several others performed at a totally illegal fire trap in the Village, on Morton Street. As for Ray... well, I wanted to record with George Duvivier, who actually worked with Sonny Clark, but he passed away before the sessions. Of the younger players in this style, Ray’s the very best. We weren’t particularly interested playing this music to say something that had never been said,” Horvitz continues. “We played it because we love the music, and it’s so much fun to play. In general, our emphasis was on playing this music well, but not on keeping the flame. We all had strong ideas about what’s appropriate ant what isn’t; we made plenty of decisions about what not  to do. We never wanted to play Clark’s music as a vehicle for going out. We just wanted to be comfortable with whatever style evolved.”    John Zorn, one of the leading talents of the new East Village school of deconstruction — he often plays with his horns all apart, grabbing mouthpieces and duck calls from a table for harsh bleats and odd blasts — in Voodoo proves quite comfortable taking a relatively conventional, perhaps Ornette or Roscoe Mitchell-inspired approach to linear, thematic improvisation, as befits Clark’s hummable themes. But how convincing and original Zorn is, too — what sweet, shy, sardonic and wild variations he thinks of ! Unlike players still trying to get the changes right, Zorn finds new songs within Clark’s songs — and Horvitz’s sensible accompaniment, plus the dependable, deep timekeeping of Previte and Drummond, distinguish Voodoo, even in the company of Sonny Clark’s reissues releases.    To pay homage to a unique jazz musician who otherwise might be lost, because of our culture’s short memory, to an audience that would dig him (us) is a restorative, not a radical act. But by playing Sonny Clark’s songs as though they aren’t quaint curiosities or overworked genre pieces — rather, real compositions open to recasting while holding a shape of their own — this remarkable quartet pays a radical act of respect. Though I don’t have the voodoo to find out for sure, I believe Sonny Clark would dig Wayne Horvitz, too.  — Howard Mandel.

	Stanley  CLARKE
	Journey To Love
	1975
	39:28
	Down Beat 48th Annual Critics Poll: Electric Bass Of The Year (2000)
Stanley Clarke [el & ac b, perc, organ, voc], George Duke [keys,bells,voc], Steve Gadd [d, perc], David Sancious [gs]. На 2-х комп.: Stanley Clarke [ac b], Chick Corea [ac p], Mahavishnu John McLaughlin[ac g]. На 1-ой комп.: Jeff Beck [el g], Stanley Clarke [el b, organ], Lenny White [d]. 

	Stanley  CLARKE
	East River Drive
	1993
	66:15
	S.Clarke with: Duke, Laws, Ponty, Kirkland, and oth.

	Stanley  CLARKE
	Time Exposure
	1998
	35:52
	If a punk rocker owned the bass pictured on the cover of album If This Bass Could Only Talk, and if it hod been through the pawn shop a few times, and had spent many nights on stage being smashed through the speaker cabinets or pound​ing apart the drum kit, then it would appear to be in remarkably good condition. But this bass' story is more awe-inspiring than that. All of the wear, the scuffing, and the finger marks were applied by a jazz man; now indeed a jazz legend. His membership dues to the league of legends show clearly on the face of this bass; its rich hardwoods etched with years of sweat, pain, blisters and bleeding fingers, all in the name of art. This bass is owned by Stanley Clarke.

This bass, which Stanley refers to as 'the brown bass,' was crafted sometime around 1972 at the Alembic Company in San Francisco. He played it as his 'main axe' for over ten years before 'retiring' it "to give it a rest. It was getting too old, man. I had to give some of my other fifty or so basses a chance." The brown bass was purchased as a replacement for his first Alembic, stolen almost immediately after he got it. A very young Return To Forever had its equipment truck stolen. "Everything was gone", remembers Stan. "Some kid brought back my acoustic bass. He said he bought it on the street in the (Greenwich) Village... (sarcastically) Sure he did. Some guy in Jersey probably has that first bass."

Thus the brown bass joined an already budding career. A tall, lanky nineteen-year-old kid from Philadelphia had come to New York City to find his fortune, and found it. Horace Silver hired Stanley for a six-month tour of the

United States which turned out to be 'the bass line heard 'round the world.' From that one initial exposure, an already brilliant but still unknown talent was discov​ered. He became an in-demand sideman working with the likes of Dexter Gordon, Gil Evans, Stan Getz, and a young keyboardist named Chick Corea.

Stanley and Chick formed Return To Forever, a jazz-rock fusion band whose influence is still felt more than eight albums (two gold) and twelve years since they dis​banded. Although Stan played in electric/acid rock bands in school, at that time he was working almost exclusively on the upright bass, considering the electric "an inferior instrument. Then Chick said 'look, we're going to go electric. We need an electric bass; you gotta do it -- or you're fired.' " Necessity being the mother of invention, Stanley soon became a 'mother' on the electric bass as well.

Stanley, Chick, Al DiMeola, and Lenny White shook the world as Return To Forever for five years. There were other members of the band, briefly, like Flora Purim, Airto, and drummer Steve Gadd. "But Steve's wife wouldn't let him go out on the road. That's when we got Lenny." The 'quartet' version of the band remains the most famous.

With RTF, the brown bass did a lot of surviving, and produced a lot of notes. Stan recalls "thinking about page three of a Chick Corea arrangement. When you play with Chick, you enjoy yourself -- but not really. Because you always knew some line was coming up that you could barely play. You'd work on it for eight hours a day-that's how much we practiced -- for five weeks and then, onstage, that moment came when you had to play it all together. It almost didn't matter whether the audience was there or not."

The most complex music Stanley remembers playing was while doing a film soundtrack session for Lalo Schifrin. "There was a lot of people in the studio and a lot of things going on at once. And then there was this music. It was tough; real hard stuff to play!"

Then there was Gainsville. RTF had an outdoor gig in Gainsville, Florida. "I remember walking towards the stage for sound check when I saw this stuff happen. A big gust of wind came up and blew my basses over. It was like in slow motion. My acoustic blew off the stage and broke into a million pieces. This one (the brown bass) fell, but it didn't break."

The brown bass was used for all of Stanley's electric bass work -- as a soloist and as a sideman -- during and after Return To Forever. It is the bass pictured on his first solo album for Nemperor Records entitled Stanley Clarke (1974). His actual first solo album was entitled Children Of Forever (1973) on the Polydor label. But that album was recorded while he still had his "nasty jazz purist attitude," and you won't hear him mention it often.

School Days (1976), Stanley's most widely known solo work, was composed and performed on the brown bass. He acknowledges: "Anyone who seriously wants to learn to play the bass has to buy that record and learn to play that song (the title track)." Far from boastfully, Stanley recognizes School Days as a jazz-rock standard, much to the eternal chagrin of anyone who has ever worked in the electric bass section of a musical instru​ment store since.

Stan and the brown bass are often credited with creating the slap/funk bass technique. Appearing first on the Stanley Clarke album, it is now a worldwide standard playing style. "A lot of guys think that I started it, or that Louis Johnson (Brothers Johnson) popped first on the bass. But it was Larry Graham (Sly & the Family Stone, Graham Central Station). He didn't do it the way I do. But I saw him do it first and I took it from there." What Stanley did do was to formalize the technique. "Larry started it, but he only had one lick. That put the seed there. When I started doing it, I was the first guy in jazz to pop anything. And I played it over (chord) changes. A lot of guys could jam all day in E but couldn't play it over changes." Soon everyone jumped on the bandwagon and Stanley all but dropped the technique. "Now I've got a great idea. It's a new lick that's kind of a four-fingered pop. It's real powerful."

The brown bass has been around the world about fifteen times, Stanley approximates. It's been on tour with Return To Forever (1971-76), Jeff Beck (two tours c. 1978), The New Barbarians (1979 tour with Keith Richard, Ron Wood, and Joseph 'Zigaboo' Modeliste), and of course many different incarnations of The Stanley Clarke Band. "The New Barbarians gig was mostly Chuck Berry-type stuff. It wasn't a tough gig but a lot of fun." Jeff Beck hired Stanley as a sideman and appeared on three of Stanley's albums (Modern Man -- 1978, I Wanna Play for You – 1979, and Time Exposure -- 1984).

What was the best gig ever? "The best time I had play​ing was a Tokyo gig in 1979" Stanley and the 'School Days' band were on a tour of Japan when suddenly "everything was perfect. The audience completely understood everything we were trying to do. The sound was perfect. The band was on. Everything hooked up. It worked."

Some of the last days of the brown bass saw Stanley's biggest pop success to date with the Clarke/Duke Project. Stanley and George Duke teamed up to do a one-shot album for fun that produced a top-twenty pop hit "Sweet Baby," and enabled them to tour as Clarke/ Duke for nearly four years.

But the brown bass was gettin'old. Stanley had new basses; one with a tremolo bar called 'the black bass' and a new Alembic called 'the cherry bass' And he was continuing to use and experiment with new and differ​ent tunings. The first of these was the piccolo bass. Right around School Days time he was becoming bored with "slaving behind sad sax players who solo all day. My main reason to have the piccolo bass built was to play melody. I figured I'd take a solo."

Luthier Carl Thompson built the first piccolo bass to Stanley's specifications. It basically has the same inter​vals (E,A,D,G), scale and spacing of the regular bass, but it is tuned one octave higher. Other players have followed suit including Ron Carter who had an acoustic version built for him. But Stanley maintains: "It was my idea."

Then came the tenor bass. This is a regular bass with lighter gauge strings tuned one fourth higher and eliminating the low E string (A,D,G,C instead of E,A,D,G). "I never liked the brown bass tuned any other way." So as new tunings were becoming basses of choice, and the brown bass was looking quite weathered, Stanley 'retired' it around 1983.

Stanley and the brown bass have won every major award available to a bass player: Grammies, readers polls and critics polls in every jazz and music magazine, gold and platinum album awards, and he's still winning them. In 1987 he received two Grammy nominations for tracks on Hideaway (his last album), best electric bassist in Jazziz Magazine's readers poll, and the Philadelphia Music Award for best jazz musician (amidst some jazz giants).

The Hard Rock Cafe went so far as to purchase two basses from Alembic identical to the brown bass for Stanley to autograph. Shrines to Stan are being placed in the Los Angeles and New Orleans Hard Rocks. Also newly available last year is a Stanley Clarke signature model bass from Alembic, modeled after the brown bass. The first run of these sold out immediately.

Carolyn Clarke, Stanley's manager and wife of fourteen years (their son Christopher is nine), has seen him evolve as a player ever since they were both in the high school orchestra in ninth grade. "I play the bass too, you know. Stanley was first chair in the orchestra and so cute. I was about third chair. We sometimes would play these bass duets together. Of course I would get the easy parts. But next to Stanley, I felt like I couldn't play at all. But you had to realize that even at fifteen he was a genius. I sometimes wish he would play classical stuff now. As beautiful as his jazz playing is, when he bows the bass viol it would make you cry."

Stanley was called a 'legend' by his early twenties. Article headlines have proclaimed things like: "Saint Stanley," "Behold Stanley -- King of Funk and Roll," and "Lord of the Low Frequencies." The question then became: where do we go from here? Stanley was the king of the hill -- now what? "I was really getting bored with the whole thing. I was actually considering not making records anymore. I thought about taking a hiatus, maybe getting into teaching or something. I don't feel good when I go out to play or make a record and it's not inspiring even to me. So how con it be inspiring to anyone else?"

The answer came in returning to the bass and the reasons why he began playing music in the first place. In 1986 Stanley embarked on a solo bass tour. It marked the first time ever that a performer walked to the center of stages of major concert halls, sat in a chair, and with unaccompanied electric bass, played an entire concert. In 1987 Stanley was invited to perform solo electric bass on NBC's Today Show. While waiting in the green room to appear, he said, "Twenty years ago this never could have happened; solo bass on national TV. Things have changed." He realizes that he is the main reason things have changed.

Amidst his rekindled fury of creativity and constant demand as a producer and musician, Stanley has crafted the album which you now hold. If This Bass Could Only Talk is his twelfth solo lp. It is his first 100% instrumen​tal album ever; created with the spirit of his first record​ings. The emphasis is on music as played on the bass. It is music that comes from jazz, from funk, from rock; all areas of expertise within Stanley's repertoire. "This album is a return for me to the bass," he says. On this album the listener will hear the tenor bass, the piccolo bass, a new thing called the Fylde acoustic bass guitar (tuned to piccolo-the listener will be hard-pressed to discern its sound from a steel-stringed acoustic guitar. "Anything with four strings is 'bass' to Stanley," says Carolyn), and the good old brown bass. "When I first got the brown bass out of the closet, it broke immedi​ately. It was like an old fighter coming out of retirement. It went a couple of rounds and fell down!" Upon hear​ing of this, the manufacturer demanded the instrument be sent to them for a complete overhaul. All of its wiring has been replaced and it plays as good as new.

When queried about the use of popular material in a jazz context, Stanley is quite vocal. "Pop is a good vehicle to put out melody. Sometimes the only thing good about a pop tune is the melody. 'Funny...' is perfect for the bass. Some jazz musicians are really into 'singing' on their instruments. They need a structure and a vehicle to bring out the melody. It's a very big statement when Miles (Davis) records Cyndi Lauper ("Time After Time"). That song was a great vehicle for him. When I recorded (Bruce Springsteen's) "Born In The U.S.A." (Find Out album, 1985) it was a statement. Perhaps if I was fifty years old it would be (really) funky (to cover it.)."

	(Stanley  CLARKE)
	VERTÚ
	1999
	59:57
	funk-fusion / post bop

VERTU is: Stanley Clarke [b, producer]; Lenny White [d]; Karen Briggs [vln]; Rashel Z [k]; Richie Kotzen [g, v].

	Clarence  CLEMONS
	Peacemaker
	1995
	40:46
	label: Zoo Entertainment (NY, USA)

Clarence Clemons [saxes]; John Pierce [b]; Dave Koz [a s (#6)]; John Schreiner [p, k (#5)]; Gary Ferguson [d (#6)]; Jordan de la Sierra [bass flute (#4)]; percussionists: Luis Conte, Alex Acuna and Efran Toro playing [log drum, slit drum, caxixi, djun djun drums, bombo, talking drums, djeme, illa, itotele, tumba, bata, timbale, timalitos, conga, shekere, racatak, ocean drum, blocks, ganza, cajon, fridgidetira, cowbells, agogo bells, pods, various shakers, hoots 'n' whistles and some other stuff we can't pronounce on spell].

Сакс, бас и богатый перкуссионный набор исполняют некий фьюжн с таким психоделическим (+негритьянским) драйвом, что остаётся только порадоваться такой находке для джазовой коллекции, как этот диск.

	Nels CLINE & Gregg BENDIAN
	Interstellar Space Revisited:  The Music of John Coltrane
	1999
	59:38
	label: Atavistic (Chicago)   www.atavistic.com 

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

Rec. 1998

1. Mars

2. Leo

3. Venus

4. Jupiter

5. Saturn

6. Lonie's Lament

All compositions by John Coltrane

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

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

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

	CLOSED MOUNTAINS
	CLOSED MOUNTAINS
	2000
	59:56
	impro-project 

label: Landy Star
Christophe Rocher -- cl, b cl 

Jean Quillivic – s s, a s, t s, bar s 

Roman Ros -- v, guimbarde 

Yuri Yaremtchuk (см.) – b cl, s s, t s

1. stoetatacouil (closed mountains)
15.30

2. green horse (roman ros)
2.40

3. cartoon (closed mountains)
1.42

4. lips without lips (rocher/yaremtchuk) 
7.47

5. veni sanctus spiritus (arr. jean quillivic)
3.30 

6. it's necessary to begin a new story (closed mountains) 5.35 

7. closed mountains one (closed mountains)
10.52 

8. belle aphone (jean quillivic) 
3.26

9. two men for saxs (quillivic/yaremtchuk)
2.40 

10. memory (yuri yaremtchuk)
6.20

2,7 and 10 recorded December, 3 and 4, 1999 in Brest (France). 

3-6, 8 and 9 recorded December, 6 and 9, 1999 in Studio Too (St Brieu).
Кристоф Роше

Кларнетист,  композитор.  Учился  в  консерватории  Клиши. В 1990 году поехал в Экваториальную Амазонию, чтобы собрать образцы традиционной музыки индейцев Шуар. С 1992 года он живёт в Бретани. В Бресте встречает Жана Киливика и Антуана Герве  на  сессиях импровизационной музыки.  Он принимает участие в создании уличного ансамбля "Oxid de Cuirve", с которым записывает два компакта.

Играл вместе с Сетреном Кристианом Бьестремом  (шведским пианистом-импровизатором).  В  1996  году создаёт ансамбль "Claxes" вместе с Жаном Киливиком.

Жан Киливик

Бретонец Жан Киливик -- саксофонист и композитор, проявил пристрастие к музыке с ранних лет. В 80-х годах, обучаясь в Бресте и в Париже,  он тесно общается с бретонскими джазменами и лидерами новой генерации французского джаза -- Лораном  Куни,  Антуаном  Первэ  и  др.  После  изучения музыковедения в Парижском университете,  он создаёт "Жан Киливик квартет", с которым записывает компакт диск. Играет в группах "Oxid de Cuirve" и "Claxes".

Юрий Яремчук

Саксофонист и композитор, участник многих фестивалей и симпозиумов как на Украине так и за её пределами, живёт во Львове. Играл с Клауди Виндэр и Маркусом Эйхэнбергером (Швеция), Джимом Менесисом (США), Хейнцем Эриком Гедике, Хансом Шутлером (Германия), Владимиром Миллером (Англия) , Оркестром московских композиторов.  Прошёл через разные музыкальные   течения,   создавая   своё   индивидуальное направление.

Роман Рось 

Скрипач, импровизатор, путешественник. Стажировался в центре Ежи Гратовского в Памтедере (Италия). В своём творчестве использует фольклорные мотивы разных народов.

	CLUSONE  3  (Trio) 
	Soft Lights And Sweet Music                          (Irving Berlin Songbook)
	1994 
	62:17
	CLUSONE  3 -- см. тж.: Minafra / Reijseger / Bennink

free-jazz

label: hat ART

Michael Moore [as, cl, b cl, celeste, melodica], Ernst Reijseger (см.) [cello], Han Bennink (см.) [d, celeste].

 “Irving Berlin has never wholly disappeared. He covered too much ground for that. The tunes here make for weird contrasts even before Clusonification. Berlin let Astaire be Astaire and Ethel Merman be Merman; he was pompous or innocent enough to set music to the words on the Statue of Liberty (and get enraged when a friend confessed he’d already done it), sincere enough to sing his own blues. He was self-contradictory, not unlike Ornette when you look at the common lore. Berlin played in only one key, composing on a transposing piano, which shifted the keyboard left or right, in relation to the strings: an axe a modulating harmolodist could use. Both composers display ambivalent feelings about the relationship between a melody and a chord sequence. Berlin didn’t write out chords, employing a shadowy “professional harmonist” but some of his melodies imply specific changes anyway. Musicians play Berlin because he makes them sound good. The pretty songs make you sound poetic just reading;  the tap-inflected songs Astaire introduced will bring out your swing if you have any. So what you get with Berlin is melody so strong and self-supporting, it keeps its integrity no matter how stretched or yanked from context. And you get music so common, to America and to jazz at least, musicians may make free with it without losing you.”

	CLUSONE  3  (Trio)
	I Am An Indian
	1994
	67:26
	Michael Moore [a s, b cl,  melodica]; Ernst Reijseger (см.) [cello, voice]; Han Bennink (см.) [p, harmonica, perc, voice].

“C.T. has for years been among most compelling jazz groups. These performances demonstrate world-class musicianship and a joyful command of a wide range of styles, material and textures. Ferocious swing, tender lyricism and daring sonic excursions mix effortlessly.” “Reijseger strumming his cello like a guitar with giantism, and Michael Moore playing the most beautiful clarinet in the world, were driven by Bennink’s madcap and boundless energy.” - Downbeat.

	CLUSONE  3  (Trio)
	An Hour With…
	2000
	62:04
	label: Hat Hut

Michael Moore [a s, cl,  melodica]; Ernst Reijseger (см.) [cello]; Han Bennink (см.) [d].

Many of Clusone 3's songs are bird songs. Bits and pieces of birds. The feather as both a symbol of the bird and a little chunk of the tweeter itself. Sonorous black magic. Here is the feather, here is the bird song. Avis interruptus: when the song is ended what has happened to the bird?

-- John Corbett

	Billy  COBHAM
	Spectrum
	1973
	37:20
	Billy Cobham [perc], Tommy Bolin [g], Jan Hammer [el & ac p,synth], Lee Sklar [el b]. 

На 2-х композициях - Billy Cobham [perc], Joe Farrell [fl,ss,as], Jimmy Owens [flh, tpt], John Tropea [g], Jan Hammer [el p, synth], Ron Carter (см.) [ac b], Ray Barretto [congas].

Билли Кобэм, барабанщик первого джаз-рокового состава Майлса Дэ-виса и первый музыкант, которого в 1971 году присмотрел для своего легендарного «Оркестра Махавишну» гитарист Джон «Махавишну» Маклоклин, в последнее время живет в основном в Европе. […] На этот раз он привозит в Россию свою группу Spectrum. Именно так Кобэм назвал и свой первый авторский альбом, записанный в мае 1973 года после ухода из «Оркестра Махавишну». Альбом этот поразил своей витальной энергией и джазменов, и рок-музыкантов, а по мнению критики, до сих пор остается образцовым для тех, кто пытается органически, а не механически соединять джазовую импровизацию с фанки-ритмами и рок-энергетикой.

-- Дмитрий Ухов, 2002

	Billy  COBHAM
	A Funky Thide of Sings
	1975
	44:43
	funk
label: Atlantic, edition 1998

Billy Cobham [perc, synth]; John Scofield (см.) [g]; Randy Brecker [tp]; Michael Brecker [s]; Glenn Ferris [trb, piccolo]; Milcho Leviev [k]; Alex Blake [b].

Billy Cobham recorded his first album as a leader for Atlantic in 1973; this disc, from which 'Stratus' was later sampled by Massive Attack, secured his place in the Pantheon of polyrhythms.

Yet this had not been his first attempt. From 1969, he worked with Randy and Michael Brecker, with whom he had formed the group Dream after leaving Horace Silver's quintet. James Brown, Kenny Burrell, Esther Phillips and Miles Davis were asking for him. At the same time, he went on with his intensive work in the studio where he collabora​ted on the film scores and series... 'Shaft' by Isaac Hayes, 'Mission Impossible' by Lalo Schifrin, and many more.

His joining the Mahavishnu Orchestra introduced him to a wider audience and naturally led him to embark on a solo career with Atlantic.

Recorded in one go and without over-dub in 1975, this album gave Billy Cobham the opportunity to renew his collaboration with the Brecker Brothers and to give John Scofield his first start at recording. Only one slogan appears for the eight passages which make up this album, 'have fun' or is it rather 'have funk'? The mood of the detective films of the beginning of the seventies is not far away, with Billy Cobham its powerful metronome. 

VINCENT MERCIER

	Billy  COBHAM
	By Design
	1992
	73:06
	Billy Cobham [d]; Ernie Watts [woodwinds]; Sheila Escovedo [perc]; Larry Coryell, Dean Brown [g]; Brian Bromberg, Delbert Felix, Wayne Petzwater [b]; Joe Chindamo [k].

	Billy  COBHAM
	Nordic
	1996
	69:06
	Tore Brunborg [s]; Bugge Wesseltoft (см.) [p]; Terje Gewelt [b]; B.Cobham [d].

	(Billy  COBHAM)
	PARADOX
	1996
	61:19
	funk-fusion
label: Tip Toe

Billy Cobham [MAPEX drums, Zendrum / Sabian cymbals]; Bill Bickford [ESP guitars]; Wolfgang Schmid [Status / Warwick / Alembic / Lake Placid basses, PYRA strings; amps by Trace Elliott].

	(Billy  COBHAM)
	PARADOX:

“The First Second”
	1998
	62:31
	

	CODONA – см. Colin WALCOTT
	
	
	
	

	(Tony COE)
	Peter  BR(TZMANN Clarinet Project:

"Berlin Djungle"
	1987
	47:32
	Tony COE -- см. тж. c: Tony OXLEY; Franz  KOGLMANN; Tony HYMAS; (The)  LONELY  BEARS;
label: FMP, 1984 / UMS/ALP 246, 1987

Recorded live during the 'Jazzfest Berlin' on November 4th, 1984 at 'Delphi Theater'

Toshinori Kondo: trumpet

Hannes Bauer: trombone

Alan Tomlinson: trombone

Peter Brotzmann (см.): clarinet, tenor, tarogato

Tony Coe: clarinet

J.D. Parran: clarinet

E.L. Petrowski: clarinet

Louis Sclavis (см.): clarinet, bass clarinet

John Zorn (см.): clarinet, mouthpieces

William Parker (см.): double bass

Tony Oxley: drums

1. What A Day (first part) (Brotzmann) 24:37

2. What A Day (second part) (Brotzmann) 23:15

	Tony COE
	COE, OXLEY & Co.:

"Nutty"
	1990 
	73:24
	label: hat ART

Tony Coe [cl, ss, ts], Tony Oxley [d], Chris Laurence [b]. 

Live 1983 г.

“Some musicians seem to spring up out of nowhere and receive instant acclaim. Some achieve a substantial reputation only after years of consistent — if not trnscendent — playing and high visibility “on the scene”. Some court success by following fads. Some sacrifice emotion for technique, in order to be appreciated by their peers, and become known as “musicians’ musicians”. And others unfortunately fall between the cracks. If Tony Coe is one such case, it could be because he’s more interested in music then in marketing strategies, and his talents are too wide-ranging to be conveniently labeled for public consumption. It’s possible that people are puzzled by his stylistic flexibility and diversity of interests. He is, after all, quite probably the most successfully multifaceted British reedman/composer of his generation. Only a particularly empathetic trio could negotiate such quick dynamic shifts and textural blends. Laurence’s frequently percussive bass playing is especially apt given Oxley’s sparse flow and penchant for dramatic silences... only to erupt in explosions of wood and metal. Oxley’s unorthodox “accompaniment”, on the other hand, leaves plenty of space for Coe and Laurence’s cat-and-mouse interaction. Together, whether exploring chords or freer climes, they suspend time and find surprising solutions to the inevitable problem of getting from here to there. As for Tony Coe, if he’s been unfairly neglected by the power-that-be, he has achieved something which grows rarer with each passing year: a voice which is distinctly his.” — Art Lange

	Ornette  COLEMAN
	Dizionario Enciclopedico Del Jazz
	1958
	30:25
	Ornette  COLEMAN -- победитель “DownBeat critics poll winners” в категории: Electric Jazz Group (1992).
Down Beat 48th Annual Critics Poll: Alto Saxophone Of The Year (2000)

Ornette  COLEMAN – см. тж. с: Charlie  HADEN “Closeness”, “The Golden Number”;

1958 (rec. in LA): 

O.C. [a s]; Don Cherry (см.) [tp]; Walter Norris [p]; Don Payne [b]; Billy Higgins [d].

1. Invisible

2. The Sphinx

3. When Will The Blues Leave?

4. The Blessing

5. Tomorrow Is The Question!

1959 (rec. in LA):
O.C. [a s]; Don Cherry [tp]; Percy Heath [b]; Shelly Manne [d].

6. Rejoicing
7. Compassion
O.C. записал свой первый альбом в  1958 г., к тому  времени  уже  сформировав  свою  музыкальную концепцию над которой он работал несколько лет. Он автор большого числа  композиций,  которые  исполняют не только фри-джазовые музыканты.

	Ornette  COLEMAN
	The Shape Of Jazz To Come
	1959
	38:16
	Ornette Coleman [a s], Don Cherry (см.) [cornet], Charlie Haden (см.) [b], Billy Higgins [d]. 

	Ornette  COLEMAN
	Change Of The Century
	1960
	41:38
	Ornette Coleman [a s], Don Cherry [pocket tp], Charlie Haden [b], Billy Higgins [d].

	Ornette  COLEMAN
	This Is Our Music
	1960
	38:53
	Ornette Coleman [a s], Donald Cherry (см.) [pocket tp], Charlie Haden (см.) [b], Ed Blackwell [d].

You probably have heard or read something of the music we are playing and if you haven't we would like to invite you into our musical world. First, the most important part of our music is the improvisation, which is done as spontaneously as possible, with each man contributing his musical expression to create the form. Now -- let's look back. Group improvisation is not new. In early jazz, that kind of group playing was known as Dixieland. In the swing era, the emphasis changed and improvisation took the form of solos based on riffs. In modern jazz, improvisa​tion is melodic and harmonically progressive. Now we are blending the three together to create and give more freedom to the player and more pleasure to the listener.

Now – a little about the music called jazz. First it's the player. In classical music it's the composer. In jazz the composer is needed also, but it is the player who makes jazz so invaluable. I thank God that I am – and have been – around some wonderful players. Now – the players with me on this date are Ed Blackwell, Donald Cherry and Charlie Haden. Cherry and Charlie are on the last two albums with me. Cherry is the oldest member of the group and Blackwell is the newest.

Now – let me tell something about the players of this group as of now. Charlie Haden, the bassist, is twenty-three years of age and as they say in the jazz world, “he can cook like crazy.” This man has an ear and feeling for music that one can't help but hear and feel when he is playing. He has never caused any friction in any composition when we are improvising. He can stand on his own as a player.

Donald Cherry, the trumpeter, knows more of my compositions than I can remember. He too has the player and composer quality that jazzmen have. He is in the avant-garde of the younger trumpeters since he himself is only twenty-four, and he keeps his playing in his vivid image.

Ed Blackwell, the drummer, has to my ears one of the most musical ears of playing rhythm of anyone I have heard. This man can play rhythm so close to the tempered notes that one seems to hear them take each other's places. The experience of playing with these men is unexplainable and I only know that what they know is far beyond a technical explanation for me to convey to you. I can't talk about technique because it is ever changing. That's why for me the only method for playing any instrument is the range in which it is built. Learned technique is a law method. Natural technique is nature's method. And this is what makes music so beautiful to me. It has both, thank God. And the art of jazz builds with the two. Men like John Lewis, Gunther Schuller, George Russell, Miles Davis, Thelonious Monk have been very much interested in both until this day. But let's not forget those who have passed who also fought to keep these two together:

Charlie Christian, Jimmy Blanton, Bix Beiderbecke, Django Reinhardt, Freddie Webster, Art Tatum, Jelly Roll Morton, Fats Waller, Fats Navarro and Lester Young, and the seer of modern jazz – Charlie Parker. One has only to have heard one of them.

BLUES CONNOTATION is played in the blues tradition, which makes it sound like a blues, but as you listen throughout you hear that the minor thirds do not dominate but act as a basis for the melody. And as you get more accustomed to my music, you will realize that this is happening throughout all of it.

BEAUTY IS A RARE THING. This title suggests an impression which is hard to capture in anything one tries to do or believe. Charlie and Blackwell are just as the title suggests in their playing together. The melody, which is simple, starts with an F major concert note and ends with a G concert for the E flat alto and a D concert for the trumpet.

KALEIDOSCOPE. This melody is fast and has a thirty-two bar form structure, but only as a listening form, not as a playing form. This is another part of the music that happens because of the rhythm we are playing. It also has the minor seventh chord that doesn't come in any diatonic key for its beginning and ending direction.

EMBRACEABLE YOU is the first standard that we have recorded and we played it the way standards are played and with as much spontaneity as we could.

POISE has an F sharp for its tonic on the E flat alto and a D concert for the transposed key with a major seventh melodic direction. Its tempo is medium and has a very free movement.

HUMPTY DUMPTY. As you listen to the introduction it goes into the theme and the piece ends with the intro. It also has a syncopated melody which causes it to have a rhythmic progression rather than a note progression form.

FOLK TALE has a humorous expression in the bridge (sometimes called the middle of the melody) which carries a folklore expression to me, and which is one of the truest and most natural forms of expression in writing and music. And this jazz has just as classical music has its composers to tell about the country and its people and themselves.

About myself. I'm thirty years of age and was born in Texas – Fort Worth to be exact. Since there isn't too much I haven't told you about my music, I really told you about myself through it. The other autobiography of my life is like everyone else's. Born, work, sad and happy and etc. We do hope you enjoy our music.

ORNETTE COLEMAN

	Ornette  COLEMAN
	The Art Of The Improvisers
	1970
	57:37
	label: Atlantic, 1988

+2 bonuses  rec. 1959 - 1961

O.Coleman [a s, t s], Don Cherry (см.) [tp, cornet, pocket tp] -- на всех track’ax; C. Haden  (см.) [b] -- на #7; Ed Blackwell [d] -- на #6; Billy Higgins [d] -- на #3; S. La Faro [b] и J. Garrison [b] -- на #1.

Below are the program notes from the original release:
You may think that you know Ornette Coleman's Atlantic recordings, but you don't if you don't know these. (If you don't know Coleman's pre​vious Atlantic records, you should because, to pick only two exam​ples, "The Shape Of Jazz To Come" and "Free Jazz" are among the most important jazz records of the past ten years—or maybe we should make that the past fifty years.)
The present LP is drawn from sessions held between 1959 and 1961, sessions which have contrib​uted to five previous albums. But the LP is emphatically not a sam​pling of left-overs. It fills out the landscape of Coleman's music, and it adds some new and unexpected vistas as well. One of the first and most interesting facts about the al​bum is that several of the pieces, although not recorded until ten years ago, were actually written years before that. But several ac​quired their titles only recently, as we shall see.
The album's opening selection is one of those named only re​cently, although it was done at the "Change Of The Century" California session that produced Face Of The Bass and Free. The Circle With A Hole In The Middle is named for the Coleman painting which graces the album's cover. I wondered if that title, besides obvi​ously describing the turbulent, mandala-like shape of the paint​ing, might not also refer to a re​cord, which does form a circle with a hole in the middle, after all. Coleman says that, yes, it does in a way, but adds, "I put people in it too." I'll leave it to the reader to in​terpret that statement as it applies to the painting, but there are peo​ple in the music. Listen.
Just For You, although it has some of the pensive, introspective lyricism of Ornette's fine dirges (Lonely Woman and Sadness, for examples) is a ballad. Or it is a bal​lad as written. This performance turns it also into a rocking slow-drag, right down to the tempo dou​bling developed by Haden and Higgins during Ornette's swinging solo. Note that the performance comes from Coleman's very first Atlantic date, the one that pro​duced "The Shape Of Jazz To Come." (Incidentally, there was a later Just For You done for Blue Note, with Coleman on trumpet, but as yet unreleased.)
The Fifth Of Beethoven is one of three selections here from a July 1960 date—some months after Coleman's first encounters with New York audiences, one should note. The session contributed the previous Embraceable You and Humpty Dumpty to the "This Is Our Music" album. The title refers to Ornette's use of the famous opening notes of the classicist's Fifth Symphony (in Ornette's key, the fifth to the minor third), but not to any use of Beetnoven's well-known...—rhythmic pattern. Coleman's rhythmic design is from a traditional blues riff, reinter​preted in his own unique rhythmic idiom. One detail: notice Ed Blackwell's quick switch to brushes behind Don Cherry's solo (and at this tempo!), and the lovely, understated quality of his own solo. Notice too how Blackwell's fondness for a tight, closed snare sound contrasts with Billy Higgins' usually open snare on the opening selections here.
The Alchemy Of Scott La Faro comes from the session that also produced C & D and the remark​able RPDD (for the source of those curious titles, one might consult the works, but not the ideas, of Sigmund Freud). That alchemy, the result of La Faro's demanding, independent almost ornery virtu​osity, produces sparks every​where. Ornette leaps into his "false" upper register at one point, then descends to his lowest notes. Effectively contrasting is the sus-penseful, unaccompanied dia​logue between Coleman and Cherry toward the end of the per​formance. (As the basic rule says, if you can't swing alone and unac​companied, you can't swing.)
Moments of conversational counterpoint between Coleman and Cherry are also heard on the brisk Moon Inhabitants. Notice the sureness with which Ornette Coleman's fingers and his imagi​nation both handle this fast tempo in his solo. Notice how Don Cherry picks up Coleman's final phrase to begin his own portion of the per​formance. And notice how Charlie Haden typically and effectively employs guitar-like ideas in his singular episode.
Moon Inhabitants comes from the same session as the Beethoven title. So also does the very interest​ing Legend Of Bebop, one of the pieces written years before this re​cording was made. Coleman ex​plains that it has "that minor seventh bebop line to it." It also has the rhythmic patterns of bebop, in the writing but not of course in the playing. Emotionally, Coleman's solo has the poignant, almost pleading quality of his alto playing at this period, even at this loping tempo. But before he is through, Ornette has used some straightfor​wardly boppish phrases too.
Harlem's Manhattan got its title from the relatively recent (and sub​sequently controversial) "Harlem On My Mind" show at the Met​ropolitan Museum of Art. Its main melodic phrase is another example of Coleman's traditionalism and of his originality. The innovators in jazz always take the indigenous vo​cabulary of the blues and folk id​iom and repronounce it their own way. Louis Armstrong did that. Charlie Parker did it. Phrase after phrase in each man's work turns out to be traditional, but we may have to stop and think a bit before we realize it is because of the per​sonal way that each man inter​prets such phrases. Think of how earlier jazzmen might have used the basic riff of Harlem's Manhattan (think of how Horace Silver did use it a few years back). Then hear how fresh it sounds in Coleman's enunciation.
Harlem's Manhattan is from the "Ornette On Tenor" session. I have written above about the plea and poignancy of his alto. His tenor, by contrast, is his instrument of sure, story-telling exposition, it seems to me. Incidentally, anyone who is surprised at the ease with which Coleman handles the larger horn should remember his several years of playing it in rhythm and blues bands.
Ornette Coleman is the most or​derly of improvisers. He will take up an idea, turn it this way, that way, add a bit to it, take a bit away, until it assumes a different shape perhaps, or until he introduces a new idea for contrast—and he will sometimes end up ingeniously combining the two ideas. Despite his subtle abilities in handling and developing his ideas, anyone who can follow a simple melody can fol​low Ornette Coleman, and delight in him. And in using this logical ap-proach to jazz improvising, Coleman is once again traditional, for the procedure is at least as old as King Oliver, which surely means that it is actually older than any​one knows.
-- Martin Williams
Martin Williams is the author of The Jazz Tradition (Oxford) and Where's the Melody? A Listener's Introduction to Jazz (Pantheon).

	Ornette  COLEMAN
	Free Jazz -  A Collective Improvisation By The Ornette Coleman Double Quartet
	1961
	54:13
	Ornette Coleman [a s], Eric Dolphy (см.) [b cl], Don Cherry (см.) [pocket tp], Freddie Hubbard (см.) [tp], Scott La Faro, Charlie Haden (см.) [b], Billy Higgins, Ed Blackwell [d]. 

«Free Jazz» [37:03] +  bonus track «First Take» [17:00].

	Ornette  COLEMAN
	Ornette On Tenor
	1962
	41:13
	Ornette Coleman [t s], Don Cherry (см.) [pocket tp], Jimmy Garrison [b], Ed Blackwell [d].

	Ornette  COLEMAN
	Chappaqua Suite

[2 CD]
	1965
	40:00 39:26
	label: Sony (Japan)

Ornette Coleman [a s]; Pharoah Sanders (см.) [t s]; David Izenzon [b]; Charnett Moffett [d].

	Ornette  COLEMAN
	Love Call
	1968
	53:29
	O.Coleman [a s, violin]; Dewey Redman [t s]; J.Garrison [b]; Elvin Jones [d].

	Ornette  COLEMAN
	New York Is Now !
	1968
	47:28
	Ornette Coleman [a s, tp], Dewey Redman [t s], Jimmy Garrison [b], Elvin Jones [d].

	Ornette  COLEMAN
	FRIENDS AND NEIGHBORS:

“Live at Prince Street”
	1970
	38:08
	label: Flying Dutchman (RCA Victor) / BMG (France) 1997

Ornette Coleman [a s, tp, vln]; Dewey Redman  (см.) [t s]; Charlie Haden (см.) [b]; Ed Blackwell [d].

1 • Friends and Neighbors (vocal) (Ornette Coleman)

2 • Friends and Neighbors (instrumental) (Ornette Coleman)
3 • Long Time No See (Ornette Coleman)
4 • Let's Play (Ornette Coleman)
5 • Forgotten Songs (Ornette Coleman)

6 • Tomorrow (Ornette Coleman)

Ornette has drunk at the jazz fountain of youth. Surrounded by old friends, his joyously sad alto sings old and new dreams of a free and lyrical jazz that certainly doesn't show its age.

Born in an American South West that, itself stretching from Kansas City right down to the south Texas, had sown its jazz seed accross the entire United States (from big-band swing in New York to the intensity of the blues in California), Ornette Coleman found himself  burde​ned not only with a strange first name but also with a childhood of poverty. From his earliest youth he launched the struggle to rise above his surroundings and was soon playing rock music in obs​cure, yet remunerative, dance joints. Some of his childhood friends, such as Charles Moffett and Prince Lasha, were also to become musicians. Another, saxophonist Dewey Redman, was desti​ned to remain one of his most constant companions and is even to be heard in the present album, recorded in 1970. Following a spell in a dance band led by saxophonist Red Connors, a local hero from Fort Worth, young Ornette was engaged by a touring minstrel show. On the itinerary stood New Orleans. Here his path crossed that of another man who was subsequently to emerge as one of his most faithful partners, drummer Ed Blackwell. It was also in the Crescent City, in 1949, that Ornette, by now aged 19, bumped into his ex-boss, Red Connors, who promptly recruited him into the blues band led by guitarist Pee Wee Crayton. Already a far from common personality and possessed of a revolutio​nary style, Ornette constantly found him​self under threat of dismissal for allegedly -- and there seems little reason to chal​lenge allegation -- failing to play straight-foward blues. This group toured the length and breadth of the United States, fini​shing up in California. Ornette decided to settle in Los Angeles and desperately began seeking out musicians who would share irreverence for traditional patterns. Ed Blackwell joined him shortly after, soon followed by a texan trumpeter, Bobby Bradford, whom Ornette had first encountered in Dallas. Blackwell was later to recall how, even in these early days at the outset of the fif​ties, the alto man was no longer respec​ting the organisation of solos into a pre​determined number of bars; Blackwell would remember, too, how Ornette had reproached him for accentuating, with a roll on the snare drum, the 32nd, and usually final, bar of a chorus. Coleman wanted none of this, expecting to be allowed to take solos of, say, 25 or 40 bars if he so wished. In 1954, Bobby Bradford was replaced by Don Cherry, a delightful iconoclast armed with a pocket-sized trumpet and, like Ornette, a fervent desire for liberty. Cherry had been co-leading a band cal​led The Jazz Messiahs with saxophonist James Clay, a future Ray Charles side-man. With the exception of drummer Billy Higgins, soon to become a close friend, Don Cherry's men had been scared by Coleman's music.

Not long afterwards came Ornette's final decisive contact, this time with bassist Charlie Haden, a musical athlete capable of producing an enormous-sound, who was at the time appearing at the Los Angeles Hillcrest Club with pianist Paul Bley. In fact, Ornette and Don would occasionally join the Paul Bley Trio to form a quintet, an outfit that cut one or two records which are today as rare as they are of poor technical quality. Then in 1958-59, a musician whose per​ception we can only admire, bassist Red Mitchell, was so struck by Ornette's music, even though diametrically oppo​sed in style to his own, that he recom​mended a small Californian record label to record Coleman and Cherry. The two resultant albums dropped like a bomb​shell on the jazz fraternity. Critics and fans alike were virtually unanimous in condemning as formless, pretentious nonsense recordings that today are considered classics of black American music. Nevertheless, helped by the sup​port of pianist John Lewis and theorist Gunter Schuller, Ornette was in 1959 offered what transpired as a legendary engagement at New York's Five Spot Cafe. The new music immediately arou​sed the interest of several giants of the modern jazz scene and was to exercise a considerable influence on the emer​gence of what was soon to become known as free jazz. At the Five Spot, Ornette frequently met Albert Ayler; and the two leading saxophonists of the day, Sonny Rollins and John Coltrane, were astounded by what they heard there. Indeed, it was with two of Ornette's cohorts, Don Cherry and Billy Higgins, that Rollins, after a two-year lay-off, returned to the scene with a historic engagement at the Village Vanguard. As for Coltrane, he was a frequent visitor to Ornette's sessions and sat in with him whenever the opportunity arose; it is even rumoured that Ornette possesses some tapes of these land​mark occasions.

Ten years after his epoch-making arrival on the New York scene, bruised by his incessant scuffles with show-business, yet happy to recognise in himself one of the fathers of the city's new music, Ornette reassembled three of his oldest friends to give a joyous concert in a New York loft. To this festive occasion he invi​ted neighbours and musician friends, who all united in a chorus of sponta​neous, fraternal celebration. Amongst the musicians recognisable in a photo taken by a journalist present that day figure Gil Evans, Pharoah Sanders and Don Cherry. Here, caught between laughter and tears, beneath an imagina​ry sun far from his native Texas, the great Ornette Coleman reveals to his friends and neighbours the vehemence and jubilation of his early days. Since making his first recordings down in California, the altoist has by this date added two instruments to his armoury: the violin, which he uses in highly unor​thodox fashion; and the trumpet, on which he re-creates something of the fra​gile phrasing of Don Cherry. Around themes of which the enigmatic ingenuity leads us from the world of counting nur​sery-rhymes (Forgotten Songs) to the folklore of a West Indies or an Africa of our dreams, Ornette offers a generous lesson in musical liberty, an experience of a style where mutual awareness replaces theory and convention. To attain this new classicism within collecti​ve improvisation required a rhythm team with the courage to remain discreet: it displays a simplicity that allows swing to pervade throughout, and yet each man performs in a state of permanent solo, with ears carefully attuned to the other three. Ed Blackwell, one of the finest melodists amongst drummers of his generation, and bassist Charlie Haden acquit themselves magnificiently. And alongside Dewey Redman, an old com​panion who already here, almost cruelly, presages the future of free jazz, Ornette Coleman, through words and music, pro​claims his joy.

->royal crown rev

	Ornette  COLEMAN
	Dedication To    Poets And Writers (Town Hall)
	
	44:42
	Ornette Coleman [sax], David Izenzon [b],  Charles Moffett [d], string quartet.

	(Ornette  COLEMAN)
	J.B. ULMER:

Tales of Captain Black
	1978
	33:29
	label: DIW   edition: 1996

J.B.Ulmer (см.) [g]; Ornette Coleman  [a s]; Jamaaladeen Tacuma (см.) [el b]; Denardo Coleman [d].

“Видимо японцы — самые горячие поклонники джаза на свете. Их маленькие фирмы грамзаписи выпускают такие диски, от которых у всех “джазолюбов” просто дух захватывает. Альбом знаменитого гитариста J.B.U. — как раз та самая штучка. Собрав великолепный состав, включающий знаменитого саксофониста Орнетта Коулмена, басиста Джамааладина Такумы и ударника Денардо Коулмена, Джеймс предлагает нам отправиться в небольшое путешествие по джазовым американским горкам. Бешеная ритм-секция и головокружительные гитарные трюки, открывающие альбом, переходят в заумный фьюжн, где начинается очаровательный конфликт между агрессивным саксофоном Коулмена и сбивчиво тараторящей гитарой Алмера. Та лёгкость и кажущаяся небрежность, с которой они создают изящные музыкальные фразы, а потом разрушают их, доводя до полной какофонии, могут сделать заикой любого неподготовленного слушателя и вызовут восторг у поклонников современного джаза. Кажется, что Алмер и весь квартет поставили перед собой совершенно варварскую задачу — выяснить, насколько далеко можно зайти в музыкальной деформации в музыкальной деформации фьюжна, и, надо сказать, что со своей задачей они справляются мастерски. Совершенно безумный диск — тридцать с лишним минут сплошного низвержения авторитетов и расчленения ещё дёргающегося трупа джаз-рока. Кстати, все эти музыканты стояли у истоков джаз-рока и занимаются его исполнением вот уже двадцать лет. Теперь им, кажется, захотелось переосмыслить собственное творчество со скальпелем в руках. В роли скальпеля выступил фри-джаз, в котором все четверо тоже отнюдь не новички. Единственное исключение, позволяющее слушателю хоть немного передохнуть, — баллада “Nothing To Say” (“Нечего сказать”). Тут уж действительно сказать нечего — слушать надо. Впрочем, и из этой, с позволения сказать, баллады в конце концов получается нечто совершенно абсурдно-восхитительное. Самая психопатическая и очаровательная джазовая запись из всех появившихся за последние два года. Можете считать такое мнение поверхностным, но это значит только одно — вы ещё не слышали “Tales Of Captain Black”. Сюрреалистическую сказочку, написанную гениальными музыкантами. 

P.S. Поклонники Заппы !  Здесь вы можете услышать то, что, наверное, очень хотел бы написать и исполнить Франк, если бы не игрался в свой дурацкий рок-н-ролл.” — Звук.

	Ornette  COLEMAN
	Body Meta
	1978
	41:57
	Орнетт Коулмен играет трудную музыку: человеком он всегда был амбициозным, считал себя первопроходцем. Первопроходцы же редко бывают снисходительны к своему слушателю. У них есть опре​деленное количество преданных по​клонников и еще больше—недобро​желателей. Впрочем, недоброжела​тели исчезают с течением времени.  Игра саксофониста, иногда берущегося за скрипку, подчеркнуто, вызывающе бескомпромиссна. В ней нет ничего из того, что способно было бы при​влечь широкую публику. Ни запоми​нающихся мелодий — мелодию Ко​улмен представлял себе крайне свое​образно, — ни привычных гармоний — Коулмен пользовался всем спек​тром наработок академической му​зыки двадцатого века, стараясь уйти от привычной ладотональной схе​мы. Чего тут безусловно много, так это страсти: страсти, с которой Коул​мен изменяет мир, стараясь изба​вить его от клише и устоявшихся представлений. Рекомендовать эту музыку сложно — многие могут ре​шить, что над ними издеваются. Но для проверки собственной смелости — отчего не попробовать? Из этих экспериментов вышел весь совре​менный авангард.           

--- Play

	Ornette  COLEMAN
	Soapsuds, Soapsuds
	1978
	38:30
	Ornette Coleman [t s, tp], Charlie Haden [b].

	Ornette  COLEMAN
	Pat METHENY & Ornette  COLEMAN:

“Song X”               
	1986
	48:46
	Pat Metheny (см.) [g, g synth], Ornette Coleman [a s, vln], Charlie Haden (см.) [b], Jack DeJohnette (см.) [d], Denardo Coleman [d, perc]. Produced by Pat Metheny.

	Ornette  COLEMAN
	In All Languages
	1987
	71:44
	label: Harmolodic

THE QUARTET (#1 - 10): Ornette Coleman [a&t s]; Don Cherry [tp]; Charlie Haden [b]; Billy Higgins [d].

PRIME TIME (#11 - 23): O. Coleman [s, tp]; Denardo Coleman, Calvin Weston [d]; Jamaaladeen Tacuma (см.), Al McDowell [b]; Charlie Ellerbee, Bern Nix [g].

  ‘In All Languages’, originally released in 1987 on the Caravan Of Dreams label, is a landmark recording in the extraordinary career of ornette Coleman, in that it simultaneously illuminates two distant points of the Harmolodic space/time continuum, thereby illustrating both the philosophical consistency and the hunger for growth and change that has informed Ornette’s art from the very beginning. [...]

	Ornette  COLEMAN
	Virgin Beauty
	1988
	45:20
	Ornette  COLEMAN And  PRIME TIME: Ornette Coleman [sax, vln, tp], Denardo Coleman [d, keys, perc], Calvin Weston [d], Al MacDowell [b g], Chris Walker [b g], Bern Nix [g], Charlee Ellerbe [g]. В записи 3-х композиций участвовал лидер группы Grateful Dead — Jerry Garcia [g].

Prime Time - электрическая группа O. Coleman’a, образована в 1975 году. В музыке сочетаются элементы фанка, рока, блюза, фри-джаза. Работая в таком контексте, O. C. сохранил свою индивидуальность и как композитор и как исполнитель

	Ornette  COLEMAN
	Tone Dialing
	1995
	66:01
	label: Harmolodic  http://www.harmolodic.com 

Ornette  COLEMAN  And  PRIME TIME: O. Coleman [s, tp, violin]; Al McDowell [el b]; Bradley Jones [ac b]; Ken Wessel / Chris Rosenberg [g]; D. Briant [k]; D. Coleman [d]; Badal Roy [perc]

	Ornette  COLEMAN
	Sound Museum:  “Hidden Man” /  “Three Women”
	1996
	50:49 55:16
	Readers Poll Winners (JAZZIZ): Best Avant-garde Album 1996
label: Harmolodic  http://www.harmolodic.com 

“Hidden Man” -- 50:49

“Three Women” – 55:16

Концептуальная цель записи этой пары программ с формально одинаковым (по названиям) набором композиций – продемонстрировать возможности гармолодической интерпретации.

Ornette Coleman [sax, violin, tp]; Gery Allen [p]; Charnett Moffett [b]; Denardo Coleman [d]; + Lauren Kinhan, Chris Walker [v -- on “Three Women” #7].

Список композиций (одинаковый для обоих CD):

1. Sound Museum

2. Monsieur Allard

3. City Living

4. What Reason

5. Home Grown

6. Stopwatch

7. Women of The Veil

8. P.P. (Picolo Pesos)

9. Biosphere

10. Yesterday, Today, & Tomorrow

11. European Echoes

12. What A Friend We Have In Jesus

13. Mob Job

14. Macho Woman

   «Today’s existence, is the most advanced civilization concerning the one hundred twenty-two faces called a race. In the world of languages, there are no known words that mean the same in all languages. Yet, sound in the form of music is not required to change itself to become equal to an existing sound regardless of who the sound is being made by. This proves that music expression is equal to all. Music is not a style. Music is an expression.

Music is often the slave of styles. There are countless critics, writers, performers, composers, directors, and producers producing the art of styles as their means of perfecting their concept of style which can be read, seen, and heard as a means for the punishment of free will. This leads to the success of the concept of repetition as a style.

There are no styles based on repetition as free will.

The title: «Sound Museum» is used as a metaphor. The sound of this music is made from the way it’s played not by a given sound played in a set sequence. All are expressed as equal information for the players to compose improvise without any reference to a style which lies in the judgment of memory. In writing a letter or any form of academic expression, the results are all used as a form of repetition. Equal but not free. Free but not equal. One only has to observe someone else’s judgment to know that.

This CD has one song and thirteen instrumentals. The song tells a story of the need and want of a couple who have had a relationship for a long time while existing with the condition of their trust and love.

«Sound Museum» exists in two CD renditions of the same compositions played differently in each rendition. This concept was done to show music harmolodically. In the Harmolodic world the concept of space and time are not past or future but the present.

Applied harmolodics will allow equal relationship to any information where an answer or a concept is an opinion. The four players of «Sound Museum» are expressing their opinions free of the leader. In harmolodics, the melody is not the lead. The melody occupies the same concept as a written document like a letter. One writes what they wish as in the song: Don ‘t You Know By Now.
As a composer/player, the work that goes into composing is totally independent of playing and vice versa. I have found this to be true from playing the violin and trumpet. I don’t play the violin or trumpet the same as I play the saxophone. For me it is impossible, unless I transpose what is called the melody and play the same unison pitches on each instrument. It comes out sounding different. For me, it works.

All of the musicians who are playing in this quartet and Prime Time use the Harmolodic concept. Harmolodics is not a style. Those who judge the concept of Harmolodic playing are using outdated terms to describe their knowledge. All listeners are equal in their opinions.»   -- O.C.

dedicated to don cherry & ed blackwell

	Ornette  COLEMAN
	Colors
	1997
	65:38
	label: Harmolodic http://www.harmolodic.com
Ornette Coleman [a s, tp, violin]; Joachim Kuhn (см.) [p].

All songs composed and arranged by Ornette Coleman.

      For Ornette Coleman, ‘Colors’ is yet another step into new territory by an artist whose four decades in the public eye and ear have been marked by an astonishing capacity for growth and change, and by an insatiable desire to cross all national, cultural and stylistic borders – and to bring together musicians and musics from widely disparate backgrounds. / For Ornette’s collaborator on this collection, the brilliant pianist Joachim Kuhn, ‘Colors’ is the realization of a lifelong dream. Like so many musicians who grew up in the latter part of this waning century, Kuhn’s world was forever changed when he was exposed to the revelatory sound that came to be known as Free Jazz, and particularly the work of Ornette Coleman. Born in Leipzig, Germany in 1944, the classically trained Kuhn became enraptured with the thrill of improvisation at a very early age, forming his first jazz group when he was 12, and deciding to devote himself wholly to jazz shortly thereafter. By the age of 14, he was performing frequently with his older brother, clarinetist Rolf Kuhn. Joachim had already been deeply affected by the work of Miles Davis and John Coltrane, when he first heard about the music of Ornette Coleman. As he recalls it, «I heard some people mention his name, and they said ‘This guy plays without chord changes.’ And I said, ‘Wow, this is someone I have to hear!» Kuhn says that his first contact with Ornette’s music, on such albums as ‘The Shape of Jazz To Come’ and ‘This Is Our Music’,»...changed everything for me... it was those records that encouraged me to play free music.» Kuhn was also inspired to compose and perform in a wide variety of musical settings – from his longtime trio with Jean-Francois Jenny-Clark and Daniel Humair to collaborations with rock musicians and large-scale orchestral projects – due in no small part to the example of Ornette’s relentlessly eclectic career. «His life story on record is amazing.» says Joachim, referring to a discography that encompasses the classic albums of the original quartet, symphonic works like ‘Skies Of America’, and the electrified energy of ‘Prime Time’, «and every period is a masterpiece.» / The collaboration between these kindred spirits came about by happy accident, as Kuhn remembers: «My agent, Genevieve Peyregne, happened to meet Ornette, and played him some of my records.» It wasn’t long thereafter that Ornette – who has worked with only a handful of pianists in his career – contacted Joachim, inviting him to perform in a duo setting at a concert in the historic arena in Verona, Italy in the summer of 1996. Kuhn accepted instantly, and returned the compliment by inviting Ornette to join him in a performance in the pianist’s hometown of Leipzig that same summer. It is the latter performance that is captured on ‘Colors’. / Joachim reports that the personal and musical rapport between the two musicians was immediately evident, and that the cultural chasm that would seem to separate them was nowhere to be seen: «Even though he came from the other side of the world – musically and geographically – we found out quite quickly that it was not difficult to play together... He had written 12 new tunes especially for these performances, and by the time we played in Leipzig, we were very comfortable with the music and with each other, and it sounds really spontaneous.» / It is a tribute both to Ornette’s genius as a composer and to Joachim’s remarkable gifts as a pianist that the music here, which represents a brand-new collaboration, seems as mature and fully realized as anything Ornette has done in any previous context. The intuitive bond between the two master musicians is uncanny. / Joachim – like others before him, from Charlie Haden to Jerry Garcia – remarks on Ornette’s extraordinary gift for making musicians feel at ease, and able to express themselves fully and freely: «His words to me were, ‘In music there are no leaders.’ He encourages you to be yourself. Besides being a beautiful man, he is a huge inspiration.» / That inspiration shines as brightly as ever on ‘Colors’. – Gary Lambert

	Steve  COLEMAN
	Steve  COLEMAN & Dave  HOLLAND:

"Faze-Space"
	1992 
	59:50
	Steve  COLEMAN -- см. тж. с: STRATA INSTITUTE;  M - BASE COLLECTIVE;  Sato MICHIHIRO “Rodan”; Dave  HOLLAND;

label: DIW

S.Coleman [a s]; D. H. [b].

Исполняются композиции авторов: Charlie Parker, Mal Waldron, Bunky Green, Steve Coleman, Dave Holland.

“Превосходное исполнение...” 

“Великолепное сочетание свинговой упругости и бибоповой мысли...” 

“Прекрасное воплощение идеи джазового дуэта...”

	Steve  COLEMAN
	Steve  COLEMAN & the Mystic Rhythm Society in collaboration with AfroCuba de Metanzas:

"The Sign and The Seal:

Transmissions of the Metaphysics of a Culture"
	1997
	73:59
	Steve Coleman - Leader, Sax (Alto); Ralph Alessi – Trumpet; Josh Jones - Percussion, Claves; Andy Milne – Piano; Ravi Coltrane - Sax (Tenor); Yosvany Terry Cabrera - Sax (Tenor); Francisco Enrique Mesa Cespedes - Percussion, Vocals, Claves; Francisco Zamora Chirino -Leader, Vocals, Choir, Chorus; Yesniel Perez Domenech – Dancer; Roberto Vizcaino Guillot –Percussion; Anthony Tidd – Bass; Reynaldo Gobes Villamil - Percussion, Conga, Choir, Chorus; Remi Sommers - Project Coordinator; Pedro Aballi Torriente - Percussion, Conga, Choir, Chorus; Kokayi - Lyricist, Rap; Ramon Garcia Perez - Percussion, Conga, Choir, Chorus; Rosangela Silvestre - Vocals, Dancer; Sara Gobel Villamil - Choir, Chorus; Luis Cancino Morales - Percussion, Choir, Chorus, Claves; Ramses Zamora Molina - Choir, Chorus, Kata Drum; Marivaldo Dos Santos - Percussion, Djembe.

1.   Diurnal Lord (For Agayu) (Chirino/Coleman) - 7:56
2.   Seal (Elekoto for Agayu) (Chirino/Coleman) - 9:35
3.   Passage of the River (For Oshun) (Cabrera/Chirino/Coleman) - 9:08
4.   Oya Natureza (Coleman/Silvestre) - 4:57
5.   Secretos del Abacua (Chirino/Coleman) - 11:19
6.   Saudade (I Miss You) (Coleman/Silvestre) - 5:11
7.   The Metamorphosis of Amalia (Chirino/Coleman) - 12:31
8.   Mystery of Seven: Prologue (Chirino/Coleman) - 0:19
9.   Mystery of Seven: Guanguanco (Chirino/Coleman) - 2:53
10. Mystery of Seven: Abacua/Obatala (Chirino/Coleman) - 1:37
11. Mystery of Seven: Son (Chirino/Coleman) - 2:33
12. Mystery of Seven: Abacua/Obatala (Chirino/Coleman) - 0:27
13. Mystery of Seven: Montuno (Chirino/Coleman) - 4:42

	Steve  COLEMAN
	Steve COLEMAN & The Five Elements:

"The Tao of Mad Phat (Fringe Zones)"
	
	75:58
	label: BMG/RCA

Steve Coleman -Piano, Sax (Alto), Producer, Mixing 
Roy Hargrove - Trumpet
Kenny Davis - Acoustic Bass 
Matt Garrison - Electric Bass
Andy Milne - Piano, Keyboards
Reggie Washington - Electric Bass
Josh Roseman - Trombone
David Gilmore - Guitar, Guitar Synth

Junior "Gabu" Wedderburn - Percussion 

Oliver Gene Lake Jr. - Percussion, Drums

1.   The Tao of Mad Phat (Coleman) - 15:29 
2.   Alt-Shift-Return (Coleman) - 7:09
3.   Changing of the Guard (Coleman) - 3:56
4.   Guards on the Train (Coleman) - 3:06
5.   Relax Your Guard (Coleman) - :36
6.   All the Guards There Are (Coleman) - 2:10
7.   Enter the Rhythm (People) (Coleman) - 4:04
8.   Incantation (Coleman) - 3:56
9.   Laid Back Schematics (Coleman) - 8:14
10. Polymaid Nomads (Coleman) - 10:36
11. Little Girl on Fire (Coleman/Green) - 16:32

	Anthony  COLEMAN 
	Disco By Night
	1992
	31:24
	Down Beat 48th Annual Critics Poll: Electric Jazz Group Of The Year TWDR (2000) 

Anthony  COLEMAN – He also performs in the ensembles of John Zorn (since 1979)(см.); Elliot Sharp (см.);  Marc Ribot’s “Rootless Cosmopolitans” (см.); David  SHEA; Roy NATHANSON; BALLIN’ THE JACK; Sanda WEIGL; Mark  DRESSER;

label: Avant

A.Coleman [p, k]; Doug Wieselman [clar]; Roy Nathanson (см.) [s sax]; Guy Klucewsek (см.) [accordion]; Jim Pugliese [d]. (Весь этот состав см. тж. с: Sanda WEIGL)
 “By Night  is the name for a series of pieces, all connected to my experience of the Balkans. I heard the attempt to preserve folk culture and ethnicity. At the same time there was a fetish for modernization and Westernization. This led to such hybrids as the particularly Eastern European form of ethnic-influenced disco music. Another aspect of Balkan culture which amazed was the intensity with which regional differences were categorized. Within a few hundred miles, many different languages (musical + verbal) existed — interpenetrating and antipathic. How could such a small area produce this combination of unity and diversity, such beauty, such hate...  Now in 1992, what I certainly intuited but could not have predicted is that the fragile unity would crumble in such a sickeningly violent way.” — A. Coleman

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN:  “Lobster & Friend”
	1993
	47:53
	label: Knitting Factory Works (NY)

Roy Nathanson [s&a&t s, v]; Anthony Coleman [sampler, p, organ, toy piano, pump organ, perc, v].

Born in Pan Sylvania at the turn on the century, Coleman and Nathanson were particular​ly influenced by Gluck.

Young Anthony was a master of the Chamberlaine. He could be seen practicing hours a day while his trusted cousin Roy would bang his head in the rhythm against the Gingko tree. They were inseparable. Often, they would wear matching jackets. Narhanson, deeply influ​enced by the writings of Philip the Nun, would go without sleep for a day, a week, even years at a time while Anthony would join his ecstatic excursions by pulling out his own hair strand by strand.

Their strange but gripping music was often described by local critics as types of food. Variously from Boscotachen to Shpargles to the infamous Sylvanian Frozen Peas.

Rarely have two individuals seemed as firmly rooted and plantlike as these ageless entities.

Their music sought a healthy balance between left and right, up and down, sideways, in and out, big and small, back and forth, hot and cold, top and bottom, rich and poor, north and south, free and stuck, also.

After all they’ve given, this didactic duo has left historians with but one unanswerable enigma ... Which Lobster? What Friend?

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN:  "Camp Stories"
	1996
	39:26
	label: Knitting Factory Works (NY)

Roy Nathanson [sax, cl]; Anthony Coleman [p, d]; Doug Weiselman [cl]; Curtis Fowlkes [trb]; Bill Ruhle [hammered dulcimer]; Mary Wooten [cello]; Tomas Ulrich [cello]; Rob Thomas [vln]; Brad Jones [b]; E.J.Rodrigues [d].

This original soundtrack recording is a klezmer melange that takes the listener through the com​ing of age story of the highly acclaimed Herbert Beigel film "Camp Stories". Roy Nattianson, for​mer Lounge Lizard and current leader of the downtown jazz ensemble The Jazz Passengers, has assembled a stellar line-up, including Anthony Coleman, most of the Jazz Passengers, and Doug Weiselman.

	Anthony  COLEMAN
	Roy NATHANSON & Anthony COLEMAN:

“I Could’ve Been A Drum”
	1997
	40:30
	label: Tzadik

http://www.tzadik.com/CDSec...JewishCulture/nathcole.html 

Roy Nathanson [s&a&t saxes, recorder]; Anthony Coleman [p, organ, sampler]; + Marc Ribot [g]; Brad Jones [b].

1. Ija Mia

2. L'Amore

3. Mr. Pig Gets A Balloon

4. Rumle

5. Devotional Song

6. #1

7. (If I Were A) Drum

8. Soprano Ballad

9. Ija Mia 2

10. Ben

11. Blues

Beautiful Sephardic ballads and loud disgusting songs.

The third album by two masters of the maladjusted, following two releases on Knitting Factory Works. Saxophonist Roy Nathanson is best known as leader of the Jazz Passengers. Pianist Anthony Coleman is well known for his work with John Zorn and Marc Ribot, and has recorded two Tzadik albums as a leader (Selfhaters).

Special guest Marc Ribot and Brad Jones add a special pallor to Lobster & Friend’s long-awaited grey album. 

“I Could've Been A Drum” is a delightful album of traditional Sephardic tunes, beautiful ballads and crazy original numbers showing off the remarkable chemistry between two highly-engaging jazz personalities.

“There are odd times—you could walk down Sixth Street, all dressed up for a holiday, and it'll be transformed.” – Roy Nathanson

“Ideologically there are fewer hurdles, but... out of tension... or do we just think that? The pearl, the oyster ...who can say? Ideologically, there are fewer hurdles then before—and?” – Anthony Coleman

	Anthony  COLEMAN
	SELFHATERS
	1996
	53:59
	avant-impro

label: Tzadik

Второй SELFHATERS -- см. ниже

Anthony Coleman [organ, p, sampler p, v, trb, accordion]; James Pugliese [tp, perc]; Doug Wieselman [e-flat cl]; Michael Attias [cl, a&bar s]; Fred Lonberg-Holm [cello, banjo]; David Krakauer (см. D. Krakauer; тж. с: Klezmatics) [bass cl]; Roy Nathanson [cl, soprano s].

A masterpiece two years in the making, charting the darker realms of the Jewish experience. Essential listening for anyone who has ever suffered the pains of alienation and rejection – or wants to.

“Expression, the true bearer of aesthetic protest, is overtaken by the might against which it protest. Faced by this might it assumes a malicious and miserable tone which barely and momentarily disguises itself as harsh and provocative. The subject which expresses itself expresses precisely this: I am nothing, I am filth, no matter what they do to me it serves me right” – Theodore W. Adorno (on Jazz)

“Then down a little way 

Through the trash 

Towards where 

All dark no begging 

No giving no words 

No sense no need

Through the scum

Down a little way 

To whence one glimpse 

Of that wellhead.” 

--  Samuel Beckett Words and Music

“selfhater. It describes a way of seeing. A perception. Truer? Disengaged. Disinterested? Are Selfhaters traitors or secret agents? For which side? Do they show the rest of the world the picture that the rest believes anyway, or do they strip away an element of false consciousness implicit in a sense of "belonging" to a "culture." And which culture? Jerusalem, Belz, the Lower East Side or Rockland County? Or the culture of wandering, the culture of aquisitiveness, of having-no-voice-of-one's own, of mauschel-ing in any and all languages. Well, this disc doesn't purport to answer. Some say that's Jewish, too...” Anthony Coleman

	Anthony  COLEMAN
	SELFHATERS: “The Abysmal Richness of the Infinite Proximity of the Same”
	1998
	40:01
	label: Tzadik

Первый Selfhaters -- см. выше
Anthony Coleman [p, organ, trb, v]; Michael Attias [a&bar saxes]; Fred Lonberg-Holm [cello]; Jim Pugliese [perc, tp]; Doug Wieselman [e-flat cl, bass harmonica].

Jazz, Classical, Klezmer and improvisational traditions blend and crash in SeIfhaters, Anthony Coleman’s most personal project. A disturbing and all-too-close peek into the very Jewish world of alienation and self-revulsion. Two long masterful composi​tions separated by a strange solo piece for voice and piano. The Abysmal Richness Of The Infinite Proximity Of The Same is a CD that will vex you 'til the crack of doom.

"It is these characteristics which we have recognized as Jewish, the hurried, the restless, the unstable elements, which have made it impossible for him (the Jew) to achieve in any form of art that which one may call the gently vibrating line of beauty... we experience something which to our perception is an alien, prickling, restless effect, a straining after-effect; and this is characteristic..." Richard Wagner (Richard Wagner and Jewry, ‘A Contribution to Present-day Cultural History’, by a Non-partisan 1869.)
"Boys, forgive for speaking in broken music!"

Morton Feldman

	Anthony  COLEMAN
	SEPHARDIC TINGE
	1995
	48:56
	label: Tzadik

Anthony Coleman [p]; Greg Cohen [b]; Joey Baron [d].

Cohen & Baron см. тж. в проекте MASADA (John ZORN).

A Radical Jewish classic. The exciting first volume of Anthony’s most engaging musical project to date, featuring the telepathic rhythm section from John Zorn’s popular quartet Masada.

From traditional Sephardic melodies to Latin-influenced originals by way of Monk and Morton, Coleman takes a radical approach to the classic jazz piano trio.

1 QUANDO EL REY NIMROD trad. Sephardic 4:02 

2 BYE-YA Thelonious Monk 5:11 

3 LADINO PASSACAGLIA Coleman 5:06 

4 BELZ Coleman 4:54

5 BERT WILLIAMS Jelly Roll Morton 4:04 

6 SARAJEVO Coleman 4:17 

7 DOINA Coleman 8:06

8 ASK ANTHONY 2  Coleman / Cohen / Baron 6:14 

9 UNA MATICA DE RUDA trad. Sephardic 6:32

“I personally didn't believe that the Spanish tunes were really perfected in the tempos—the fact that the tempos wasn't always correct. And I heard a lot of Spanish tunes and I tried to play them in correct tempo myself. And I didn't possibly play them very correct in tempos. But I wasn't altogether satisfied with some of the melodies. I decided to write some of them myself. I will now try to play one of them for your approval...” — Jelly Roll Morton from the Library of Congress recordings

On the way home, a boy once scornfully shouted at us: "Yids!" I didn't know what that meant. "You don't know?" said Kornfeld; he heard it all the time, perhaps because of his conspicuous way of walking. I had never been yelled at as a Jew either in Bulgaria or in England. I told Mother about it, and she waved it off in her arrogant way: "That was meant for Kornfeld. Not for you." It wasn't that she wanted to comfort me. She simply didn't accept me insult. For her, we were something better, namely Sephardim. — Elias Canetti from The Tongue Set Free

I grew up near the cultural dividing line of Smith Street, Brooklyn. Later, I lived in the Dominican neighborhood upper Broadway. Salsa and Merengue were a constant, filtering in and around the spaces between consciousness and unconsciousness. If I have an “Ethnic Music”, this is it—in the sense that this music was always around, accompanying (even if inadvertently) all rituals and at the same time exempt from my personal process of aestheticization, a process which demands knowledge and analysis of names, dates, techniques and great figures. In other words, I really knew nothing about this music. Still, I loved the brassy sounds of ‘70s Salsa, the last popular echo of the Big Band era. Later, Merengue, with its maniacal tempos, formed the basis for Ives—like collage pieces when, from my window, I heard one piece blasting out of a screaming car radio, another from an apartment, a third sneaking through the opening and closing doors of a nightclub...

I first presented a program of this musik at one of the festivals of Radical Jewish Culture. I wanted to stay away from Klezmer as a basis for a music reflecting Jewish identity. Poor Klezmer! A music which most of us never heard until the mid to late ‘70s has to stand for a completely hybrid and fragmented culture—New York Jewish Culture. I started thinking about the music which had accompanied most of my life in some way or another. I thought about the fact that the Mambo and Cha Cha had both been dance crazes in the Borscht Belt during the ‘40s and ‘50s. I thought about Sephardic (Spanish) Jews and how strange and mysterious I had always found the idea of their language, Ladino. I added to this the uses that Jazz composers have made of what Jelly Roll Morton called the "Spanish Tinge," Habanerea and Mambo patterns, montunos... thus the Morton and Monk pieces. As I spent more time researching this project, this led to a new appreciation of master musicians such as Eddie Palmieri (см.) and Francisco Ulloa. All this has been framed within the structure of classic Jazz Piano Trio format -- one within which I had never previously operated. So I’d like to give my greatest thanks to Greg and Joey for making the recording of this disc so pleasurable. Both are masters of working within the structure of context while at the same time exploding, exploding ... Also thanks to Hugo who went beyond the beyond in order to complete and fulfill the vision of this project. Finafy, thanks to John, who, beside everything else is one of the great connoisseurs of the Jazz Piano trio genre and who brought all the erudition (and more!) to bear in his encouragement and suggestions. Special thanks to Kenny Wolleson, EJ Rodriguez and Chris Wood. — Anthony Coleman

	Anthony  COLEMAN
	SEPHARDIC TINGE:

“Morenica”
	1998
	48:27
	label: Tzadik

Anthony Coleman [p, v]; Ben Street [b]; Michael Sarin [d].

Capable of confound​ing you, delighting you, making you howl with laughter or scream with pain, Anthony Coleman’s Sephardic Tinge project features his unique approach to the classic piano trio. This second collection of original compositions and quirky cover tunes adds a newly-devel​oped virtuosic edge to Anthony’s sick and twisted technique. Morenica is his ultimate statement on piano jazz, Sephardic tradition, Latin rhythms and disfunctional harmony.

1 LA CANTIGA DEL FUEGO trad. Sephardik 3:55 

2 SHE'S DOING IT AGAIN Coleman 2:43 

3 HE WOULD TURN IN HIS GRAVE Coleman 5:14 

4 YAELICA Coleman 7:41 

5 ADDIO QUERIDA trad. Sephardik 6:03 

6 GHETTO (Ich Bin Ein Marrano) Coleman 2:30 

7 TERPSICHORE Herbie Nichols 5:29 

8 SELO MOJE Coleman 3:41 

9 BERECHIT Michael Attias 4:21 

10 MORENICA trad. Sephardik 6:47

MORENICA

Little dark one they call me,

but I was born fair.

It was the summer sun

that gave me this tan

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.

Little dark one the sailors call me.

If they call me once more,

I'll go along with them.

Little dark one how charming you are.

Dark am I, dark are you,

and you've got dark eyes.


—Traditional Sephardic song
Энтони Коулмэна у нас знают — в 1996 году он выступал в Ека​теринбурге на фестивале «Немое кино/живая музыка», а в декабре прошлого года — на фестивале ориентального авангарда в цент​ре «Дом» в Москве. Это, как и «Эволюция II» Льюиса, вторая часть трилогии «Sephardic Tinge» -- «Привкус сефардского». Сефарды — средиземноморские евреи, их напевы сочетают ориен​тальную томность и одновремен​но балканскую ритмичность и плавность неаполитанского ро​манса. Это — блестящий джаз, не менее содержательный, чем им​провизации Телониуса Монка и Билла Эванса, и не менее виртуозный, чем стандарты Кита Джеррета. Если саундтреки Горана Бреговича и Эмира Кустурицы кажутся вам туповатой попсой, попробуйте немного «сефардско​го» -- вкус безупречный. – Салон AV

	Anthony  COLEMAN
	SEPHARDIC TINGE:

"Our Beautiful Garden Is Open"
	2002
	49:05
	label: Tzadik

Anthony Coleman [p]; Ben Street [b]; Michael Sarin [d].

The third CD in the legacy of mad genius Anthony Coleman's most popular working band takes us, as always, to a magnetic world of loving dysfunction. Together for over four years, the piano trio Sephardic Tinge has developed a unique style rivaling the telepathic interplay of Bill Evans, the compositional integrity of Herbie Nichols and the popular cheese of Irving Fields.

Charming Jewish music informed by jazz, borscht belt humor, Latin rhythms, Ahasuerus and selfhatred from one of the most twisted minds in the downtown scene.

	John  COLTRANE 
	Blue Train
	1957 
	42:10
	John  COLTRANE -- см. тж. в исполнении PRIMA MATERIA

label: Mobil Fidelity

John Coltrane (cм. тж. с M.Davis) with: Lee Morgan [tp]; Curtis Fuller [tb]; Kenny Drew [p]; Paul Chambers [b]; “Philly”J.Jones [d]. 

	John  COLTRANE
	Coltranetime
	1958
	33:40
	John Coltrane with: Cecil Taylor [p]; K.Dorham [tp]; C.Isreals [b]; L.Hayes [d].

	John  COLTRANE
	Soultrane
	1958 
	39:57
	label: Mobil Fidelity

John Coltrane with: Red Garland [p]; Paul Chambers [b]; Arthur Taylor [d].

	John  COLTRANE
	Miles Davis & John Coltrane
	1960
	71:31
	John Coltrane with: W.Kelli [p]; P. Chambers [b]; J. Cobb [d].

	John  COLTRANE
	J.COLTRANE & Don CHERRY:         “The Avant-Garde”
	1960
	36:13
	John Coltrane [t s, s s], Don Cherry [tp], Percy Heath [b], Charlie Haden [b], Ed Blackwell [d].

	John  COLTRANE
	Live At The   Village Vanguard
	1961
	67:27
	label: MCA Vicor (Japan)

John Coltrane with: Eric Dolphy, McCoy Tyner, Reggie Workman, Elvin Jones.

	John  COLTRANE
	Ole Coltrane
	1961
	45:46
	J.Coltrane [s&t s]; Eric Dolphy [fl, a s]; F.Hubbard [tp]; McCoy Tyner [p]; A.Davis, R.Workman [b]; E.Jones [d].

	John  COLTRANE
	Ballads
	1961-62
	32:18
	with: McCoy Tyner, J.Garrison, E.Jones.

	John  COLTRANE
	A Love Supreme
	1964
	33:11
	John Coltrane [ts], McCoy Tyner [p], Jimmy Garrison [b], Elvin Jones [d].

	John  COLTRANE
	Coltrane Plays The Blues
	1966
	46:16
	J.Coltrane [s&t s]; McCoy Tyner [p]; Steve Davis [b]; Elvin Jones [d].

	John  COLTRANE
	Expression
	1967
	51:19
	J.Coltrane [t s, fl]; Pharoah Sanders (см.) [piccolo, fl, tambourine]; Alice Coltrane [p]; Jimmy Garrison [b]; Rashied Ali [d].

	John  COLTRANE
	Interstellar Space
	1967
	54:13
	John Coltrane [t s, bells], Rashied Ali [d]. Одна из последних записей John’a Coltrane’a. Впервые опубликована в 1974. На CD добавлено 2 bonus cuts. Музыка -- энергичный, тяжелый фри-джаз.

	(John  COLTRANE)
	PRIMA  MATERIA:

“Peace on Earth” (music of John Coltrane)
	1994
	77:38
	PRIMA  MATERIA - см.

label: Knitting Factory Works (NY)

Rashied Ali (см.) [d]; John Zorn (см.) [a s]; Louie Belogenis [t s]; Allan Chase [s&a saxes]; Joe Gallant (см. тж. Joe GALLANT) [b]; William Parker [b].

Prima Materia dedicates this recording to the living memory of John Coltrane. All compositions by John Coltrane. Arrangements by Prima Materia.

“I want to be a force for good” – John Coltrane

Prima Materia’s aim is to play tribute to past masters such as Coltrane, Ayler, and Dolphy. The compositions chosen for their first recording highlight the musical mastery coupled with a spiritual questioning that were cornerstones of John Coltrane’s later works.

Former -- Coltrane drummer Rashied Ali on drums.

“It is so beautiful to be playing this kind of music. I believe we are the only band in the world that is playing it. I hate to even relate that to you because this music has been buried, and we are going to bring it back. We are going to turn it on to the young people. They are going to be playing this music before the decade’s out.”  -- Rashied Ali, leader of Prima Materia and former Coltrane compatriot

	(John  COLTRANE)
	PRIMA  MATERIA:

“Meditations” (music of John Coltrane)
	1995
	49:49
	label: Knitting Factory Works (NY)

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

Composed by John Coltrane.

The first ever recording of this composition since Coltrane's death in 1967. A stunning masterpiece then, an equally moving masterpiece now. Recorded live during the 1995 'What Is Jazz?' Festival at the Knitting Factory.

	(John  COLTRANE)
	Nels CLINE & Gregg BENDIAN:

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

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

Rec. 1998

1. Mars

2. Leo

3. Venus

4. Jupiter

5. Saturn

6. Lonie's Lament

All compositions by John Coltrane

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

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

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

	Bill  CONNORS
	Of Mist And Melting
	1978 
	47:37
	label: ECM

Bill Connors [g], Jan Garbarek [saxs], Gary Peacock [b], Jack DeJohnette [d].

 [Bill Connors был первым гитаристом, вошедшим в состав группы Chick’a Corea ‘Return To Forever’ (и на ‘Hymn Of The Seventh Galaxy’). Oн выпустил несколько сольных альбомов на фирме ECM, записывался с Jan Garbarek.]

	Ry  COODER
	Jazz
	1978
	38:31
	R.C. [g-s, mandolins, tiple, harp]; Earl Hines, John Rodby [p]; Tom Collier [vibraphone, marimba]; Mario Guarneri [cornet]; Randy Aldcroft, George Bohanon  [trombone]; Harvey Pittel, Pat Rizzo [a s]; Bill Hood [bass sax]; David Sherr [bass clarinet]; David Lindley [mandolin]; Barbara Starkey [pump organ]; Stuart Brotman [cymbalum]; Chuck Berghoffer [b]; Mark Stevens [d]. — plays pieces by Jelly Roll Morton, Bix Beiderbecke, traditional adapted by Joseph Spence.

By the late 1930s Jelly Roll Morton’s music was considered old fashioned and obsolete. In fact, his “Slow Drag” ragtime and sedate band arrangements were out of step with mainstream jazz by the time Louis Armstrong and Earl Hines recorded together in 1928. But in looking back it seems that his creole melodies and rhythms are closely connected to the Caribbean with its mixture of African, French, Spanish and Mexican people...   Bix Beiderbecke, of Davenport, Iowa, learned cornet from some of the earliest jazz records and first-hand from the first jazz players to come north from New Orleans. By the time of his death in 1931 at 29, he was a legend among his fellow musicians for his beautiful cornet music. But he was also interested in concert piano and particularly in the impressionistic style that Gershwin later became associated with.   The idea behind this album was that there has always been a lot going on in the periphery of popular jazz trends. We wanted to provide a thread of alternative jazz settings to some great music that falls within the one hundred year scope of jazz in America.  —  R.C.

	Ry  COODER
	Paris, Texas
	1985
	34:12
	music: 25:37

Ry Cooder(см. тж. “R’n’R” section), Jim Dickinson, David Lindley.

ambient guitar improvisation

	Ry  COODER
	Trespass
	1992
	37:36
	Ry Cooder [g, floor slide, array imbira, k]; John Hassel [tp](см.); Nathan East [b]; Jim Keltner [d, perc];  +  Van Dyke Parks [p]; David Lindley [fiddle].

collective improvisation

	Ry  COODER
	Buena Vista Social Club
	1997
	60:08
	Nonesuch Records (Warner), N.Y.

produced by Ry COODER
Ry Cooder [guitars, oud, mbira, bolon, floor slide, perc.]; Joachim Cooder [udu drum, dumbek]; Eliades Ochoa [lead voc, g]; Ibrahim Ferrer [lead voc, clave]; Manuel ‘Puntillita’ Licea [lead voc]; Omara Portuondo [voc]; Orlando ‘Cachaito’ Lopez [b]; Ruben Gonzalez [p]; Manuel ‘Guajiro’ Mirabal [tp]; Alberto Valdes [maracas]; Juan de Marcos Gonzalez, Lazaro Villa  [guiro]; Compay Segundo [g, congas]; Carlos Gonzalez [bongos]; Barbarito Torres [laoud]. 

  Ry COODER: “The players and singers of the ‘son de Cuba’ have nurtured this very refined and deeply funky music in an atmosphere sealed off from the fall out of a hyper-organised and noisy world. In the time of about a hundred and fifty years, they have developed a beautiful ensemble concept that works like greased lightning. This album is blessed with some of the finest musicians in Cuba today — their dedication to the music and rapport with each other is unique in my experience. Working on this project was a joy and a great privilege. This music is alive in Cuba, not some remnant in a museum that we stumbled into. I felt that I had trained all my life for this and yet making this record was not what I expected in the 1990s. Music is a treasure hunt. You dig and dig and sometimes you find something. In Cuba the music flows like a river. It takes care of you and rebuilds you from the inside out. My deepest thanks to everybody who participated in this record.”

	Ry  COODER
	Ry COODER / Manuel GALBAN:

"Mambo Sinuendo"
	2002
	50:31
	label: Nonesuch

Ry Cooder [g, organ, el b, el p, steel g]; Manuel Galban [g]; Jim Keltner [d]; Joachim Cooder [d]; Manuel 'Anga' Diaz [congas]; Orlando 'Cachaito' Lopez [b]; + Juliette & Carla Commagere [coro]; a.o. [bata drums].

	Tom  CORA 
	Abandon All Improvisation
	1987
	68:53
	Tom CORA – см. тж. (в 'Jazz' / 'Alternative') с: Elliot SHARP; CURLEW; J.ZORN/ MICHIHIRO “Rodan”; HAT SHOES; SKELETON CREW; BOBVAN; Fred FRITH; The EX; Takashi KAZAMAKI & Kalle LAAR; Kazutoki UMEZU; Iva  BITTOVA;
“Tom Cora pushed the boundaries of the cello beyond its known capabilities. A vital member of the Downtown scene, his playing, composing, and creative energy was an inspiration us all.”

----- John ZORN

label: Kojima Recordings (Japan)

Tom Cora [cello], Umezu Kazutoki [a s].

Kazutoki UMEZU – см. тж. в ‘Jazz’ section

Tom Cora: "Along comes Umezu who switches on the light so fast you can see what tke dark looks like. Someone will undoubtedly write about what an ace he is. I'm actually much more interested in playing with Umezu than writing about him."

John Zorn: " Umezu is one of those rare musicians who cut through the bullshit of "playing at playing" and really fucking plays. "

	(Tom  CORA)
	PIDGIN COMBO:

"The Long Vacation: Live! 1988-1989"
	2000
	56:02
	post-jazz (avant-free-jazz-fusion)

label: F.M.N. Sound Factory, released August 2000

Recorded live at Manda-la 2 on May 3, 1988 (1-5) and March 8, 1989 (6-9). Produced by Wataru Ohkuma.

Mastered at Omega Sound by Tetsuya Kotani on April 26, 2000.

Includes liner notes in Japanese by Wataru Ohkuma

Pidgin Combo:

Tom Cora: cello, vocal

Masami Shinoda: alto sax, baritone sax

Rorie: vocal, bass marimba

Wataru Ohkuma: piano, chorus

Takuya Nishimura: bass, chorus

Shinya Kimura: drums, soprano sax

Solo (Tom Cora) (3:26)

Do-Do-Do-little Song (Wataru Ohkuma) (6:33)

Klezmorim (3:58)

The Hard Wood (George Cartwright) (7:46)

Total Preparation / Hoppas att det Gar (Version '88) (Tom Cora / Lars Hollmer) (9:06)

Improvisation - Hickwall (Tom Cora) (6:31)

Gym (Tom Cora) (5:34)

Expert Song (Tom Cora) (4:36)

Total Preparation / Hoppas att det Gar (Version '89) (Tom Cora / Lars Hollmer) (7:45)

Track 3 based on "Der Glater Bulgar" by Dave Tarras and arranged by Tom Cora

PIDGIN CONBO "THE LONG VACATION" (FMC-018)

"PIDGIN COMBO" finally see ВУ the light -- over a decade after they played!!  What's "PIDGIN COMBO"??

It's a legendary sextet organized by Ohkuma Wataru, who now leads "CICALA-MVTA" and is also known for his wonderful performances in "Soul Flower Union" as a guest.

He organized the group, inviting the following two as the front musicians; Tom Cora (1953-1997) -- one of the pioneers in the history of cello music who revolutionized it with his performances in "Third Person", "Skeleton Crew" etc.. He paid frequent visits to Japan on tour.

Shinoda Masami (1958-1992) -- a Saxophone player who was loved by many for his performances in bands such as"Compostella", "JAGATARA" etc.. and the following three as supporting musicians: Rorie – from "Lunapark Ensemble" (Ohkuma was also a member of this band.); Kimura Shinya -- also from "Lunapark Ensemble", who later played in "hebo-sizinn no hatimutusyu"; Nishimura Takuya -- from "Che-SIZU". Although they had only two occasions to play -- live performances in '88 and '89 -- when Tom came to Japan, these two shows drew a large attention not as mere sessions, but as events where each player brought his own style & material and developed them, influenced and inspired one another. The tunes within this disc were originally recorded at those two live concerts.

Please don't get disappointed because it's a "live-recording". The contents are full of charm -- not to mention original tunes, you may enjoy the unpublished versions of a piece composed by Tom in collaboration with Lars Hollmer of "ZAMLA MAMMAZ MANNA" and a piece by "CURLEW", a band that was known to be a major figure in New York's Post-Jazz scene as well. -- We proudly want to call these shows "historical " performances today.

Listen to the still lyricism infused by complicated rhythm patterns. Marvel at the flexibility concerning the relation between orchestration and improvisation.

No wonder the shows must have "sparked" off "Compostella" by Shinoda and "CICALA-MVTA" Ohkuma followed later on.

The vivid exchanges between Tom and Shinoda are the precious record of the time when the two met at the zenith of their musical talent and, to our grief, such moments are not to be realized again.

PIDJIN COMBO also provided the musicians and audience with "the first contact" with Klezmar music, which had not been introduced to the public before then. Or, "Lunapark Ensemble" fans will be thrilled to find "Do-do Dori" -- in the credits. Being one of their later representative works, the tune has missed chance to be released up to now.

We took such sensitive and delicate care in editing and mastering the source material. Our aim was to produce a disk which was not merely a recording of their live performances, but -- as we are confident in the result -- was a master work of art that could be listened to over and over again.

	Tom  CORA
	Hans REICHEL & Tom CORA:

“Angel Carver”
	1989
	60:23
	label: FMP

Tom Cora [cello, cellodax]; Hans Reichel (см.) [g, daxophone].

Recorded in Milwaukee and Chicago on October, 1998.
1. Rest Up, Premonitions

2. Miracles, To Boot

3. New Neighbors

4. Invitations To Dance

All compositions by Tom Cora and Hans Reichel.

	(Tom  CORA)
	NIMAL:

“Voix de Surface”
	1990
	65:29
	label: RecRec Music (Switzerland)

Tom Cora: all celloes, electric bass, accordeon...

Momo Rossel (см. c: DEBILE MENTHOL): guitares electrique et acoustiques, vielle a roue, bouzouki, clavier, basse, accordeon...

Pippin Barnett: drums and percussions all around and everywhere...

Bratko Bibic-Faninger (см.): harmonika, glas, dunkelseitig formatierte (alp)traumereien...

Jean-Vin Huguenin: guitare basse, guitare electrique, piano, marionnettes sonores...

1 Une Lucie
5'39

2 In tenda
5'43

3 Sale temps, mais les couleurs sont belles 5'03

4 Tarotska
3'37

5 Le Soleil
5'12

6 La marelle
4'58

7 Le 4eme jeudi de la semaine 2'38

8 James River  5'07

9 Maligne      2'55

10 Le 2eme jeudi  3'57

11 Le 3eme jeudi  3'01

12 Animal triste  4'05

13 Le Tram       2'53

14 Au Zoo       5'05

15 Un drame     4'45

TOM CORA is an exceptional New York solo artist who played with Skeleton Crew. He also concentrates on Curlew's activities with

PIPPIN BARNETT known as the drummer and singer of The Orthotonics. He is living in Richmond (Virginia) USA.

MOMO ROSSEL founded the band after his participat on to Debile Menthol's (см.) compositons with JEAN VIN HUGUENIN, musician of the Puppets Theatre de la Poudriere, both are living in the french part of Switzerland.

BRATKO BIBIC (см.), musiclan of the legendary Begnagrad, plays with the street theatre Ane Monro.

	Tom CORA
	The EX & Tom CORA:

"Scrabbling at the Lock"
	1991
	51:29
	label: RecRec

The EX – см.

	Tom CORA
	The EX + Tom CORA:

“And The Weathermen Shrug Their Shoulders”
	1993
	57:14
	label: Cargo Records (USA)

Rec. 1993 in Amsterdam.

All words and music by The Ex & Tom Cora, except #1 – traditional; #15 – composed with Catherine Jauniaux.

The EX + Tom CORA: Katrin, Terrie, Luc, G.W. Sok, Andy, Tom.

Instruments: d, g, b, v, steeldrum, vln, cello.

Guests: Johannes [v]; Dolf [g].

Progress's present is a one-way travel, with a dis​count ticket from a passed station; a trip into the future with no turning back. We go step by step by step by step by step by step by step by step... (And one fine day at the new clear plant one of us will ask to him- or herself: where is everybody?)

	(Tom CORA)
	THIRD PERSON: 

“The Bends”
	1991
	73:13
	label: Knitting Factory Works (NY)

Third Person is a trio with two permanent members -- Tom Cora and Samm Bennett -- and one invited guest. These performances are from concerts recorded Live at The Knitting Factory throughout 1990.

Tom Cora, cello

Samm Bennett (см.), percussion, samples

with:

Don Byron (см.), clarinets (3, 9, 11) 

George Cartwright (см.), saxes (5, 8, 10)

Chris Cochrane (см.), guitar (14) 

Nic Collins, electronics (4, 13, 17) 

Catherine Jauniaux (см.), voice (1, 15)

Myra Melford, piano (12) 

Zeena Parkins (см.), harp (7, 19) 

Marc Ribot (см.), guitar (2, 6, 16, 18) 

1. La Mystere de la Chambre Jaune

2. Everybody Chews

3. People Want Happy Some

4. A Country Wedding

5. First Thirds

6. Greazy Bag

7. Procedure Against Rain

8. Utah

9. The Deciding Machine

10. Snake Oil

11. Mama Chauffage

12. Optic Nerve

13. If We Were Talking About

14. Never Home

15. Bibandum

16. Weaklings

17. When A Hat Gets Lonesome

18. Tackle

19. Girl Tying Her Shoe

The basic idea is simple: Third Person is a trio with two permanent members and one invited guest. But of course simple ideas get complicated in practice—get a case of the bends as it were. For one thing, 3P regulars Samm Bennett and Tom Cora are complicated musicians. With these trios, Bennett alternates be​tween using a straight drum kit and a mostly electronic set, on which he triggers samples from percussion pads—a set-up similar to the one he uses in his own band Chunk. Cora can play the dickens out of the cello, bowed or plucked, but he also uses live sampling and digital delay to subtly broaden or multiply his sound.

This Third Person sampler is a suitable flagship release for The Knitting Factory's label, since the participants are a cross-section of the trans-generic musicians who play there, from up​town jazz (and blues) pianist Myra Melford to extended technique harpist Zeena Parkins to guitarist Marc Ribot—leader of quintes​sential downtown band The Rootless Cosmopolitans—to jazz klezmer/classical/Cosmopolitans clarinetist Don Byron. This is not to overlook saxophonist George Cartwright, Cora's cohort in the "rhythmic music" band Curlew (см.), homemade electronics wizard Nic Collins, guitarist Chris Cochrane (who works with Parkins in another quintessential downtown band—No Safety (см.)) or Belgian singer extraordinaire Catherine Jauniaux. 

For the two anchors, Third Person affords the security of working with someone you know well, and the unpredictability of playing off someone new. All the music here is improvised. But like other improvisers who work together often, Bennett and Cora have developed some favorite strategies—a shared language. They tend to lay down insistently barbaric beats that don't support soloists as much as dare them to rise to the occasion. (But note how melodic Cora's sawed riffs can be.) On her piece, Myra Melford claws her way to the surface, swimming ahead of a tidal wave. Of necessity, she focuses on the more hard-edged aspects of her style. "I definitely felt challenged by them," Myra said in retro​spect, "because I couldn't play the way I normally play. So every​thing I did play was something new."

The third persons have different ways of dealing with the challenge. Guitarists Cochrane and Ribot accept the yawping rhythm as they find it, taking it on its own terms. Parkins deftly blends her harp with Bennett's percussives and Cora's string attacks. Jauniaux uses them as back drops and props for a dramatic performance ("Mystere"). Cartwright, self-effacing, insinuates himself into the sonic texture; he plays shapely lines, howling occasionally to throw them into relief, yet resists any attempt to turn 3P into his trio. If Third Person were ever gonna get in a jazz groove—even a free-jazz groove—this would be the occasion. They don't. Save for the Egyp​tian modal mambo "Snake Oil," they sound more like Vikings getting ready to sack your town. Don Byron's features don't sound like free-jazz either, but he more than anyone treats Cora and Ben​nett like a rhythm section—as if this setting were no weirder than others he regularly contends with.

Then there's Nic Collins. His set-up is a live sampling and signal-processing system built onto the framework of an old trom​bone, which doesn't function as a horn at all. Collins doesn't pro​duce his own sounds, he transforms other folks' stuff. His source material includes samples taken on the fly from Cora and Bennett; live radio signals; sound-effects CDs; tapes compiled from monitor​ing CB and short-wave broadcasts, old sex-education records, and albums of schlocky musics of various genres. "A Country Wedding" is the ultimate in Third Person disorientation: the cellist plays folksy guitar licks, the drummer plays samples, and a trombone that's not a trombone stutters out bits of sex-education lectures.

There are chamber trios with cello in classical music. There are guitar-fronted power trios in rock. There are alto, cello and drums trios in jazz. But Third Person sounds like none of them—which is exactly why it exists.

--- Kevin Whitehead

	(Tom CORA)
	THIRD PERSON: “Lucky Water”
	1995
	60:02
	label: Knitting Factory Works (NY). www.knittingfactory.com
Kazutoki Umezu [a&soprano saxes, cl, penny whistle]; Tom Cora [cello, live cello sampling]; Samm Bennett [d, perc, samples].

The concept behind Third Person is that a new musician will join Bennett and Tom Cora for each gig, clearing the path for musical mayhem and/or masterpiece. 'Lucky Water' features Japanese sax master Kazutoki Umezu on all tracks! This is second Third Person CD, released in 1995.

Samm Bennett is an amazing drummer, songwriter, and improviser, but it is his uncanny knack for electronic wizardry that makes him truly unique. The music he creates is built on samples and loops triggered live from electronic drum pads. When people hear his records, they assume that there have been lots of laborious studio overdubs when in fact what they've hearing is often a live take.

	Tom CORA
	CORA, CHAPIN, BENNETT: UNDER  COVER  COLLECTION  BAND
	1995
	76:56
	label: Knitting Factory

Tom Cora [cello]; Thomas Chapin [reeds]; Max Nagl [reeds]; Burkhard Stangl [g]; Samm Bennett (см. в файле 'Alternative') [perc].

An improvisational masterpiece based on the exploration of silence! This groundbreaking CD was recorded in pastoral Stainach, Austria.

UNDER COVER as mimesis: improvisation and composition as a musical game with communication, strategies of concealment, counterchecks and imitation, an identity game.

UNDER COVER strategies as artistic guerilla tactics are not simply intentionally imparted expression, but also serve the purpose of such in the association of nothing and approach. John Cage's compositional discovery of silence does not only contain aspects of innocence. Since 4' 33'' was formulated silence has also been conquered, mapped, domesticated. And logically, indeterminacy, like looseness, has since then been worthy of infiltration, an object of subtile subversion. Therefore, for a good UNDER COVER agent, there is no sound without a history. Creative Music, New Music can be understood and appreciated not only as a self-created style and social history. As a permanent UNDER COVER job, Art is unfaithfulness, a game of concealment, counterchecks, and imitation -- an identity game.

	(Tom CORA)
	ROOF:

"The Untraceable Cigar"
	1996
	48:01
	label: Red Note, re-edition: 2000

rec. 1996

Tom Cora (см.) [cello]; Luc Ex (см. The EX) [b]; Phil Minton (см.) [v]; Michael Vatcher [d].

	(Tom CORA)
	ROOF:

"Trace"
	1997
	45:55
	label: Red Note, 2000

rec. 1997

Tom Cora [cello]; Luc Ex [ac b]; Phil Minton [v]; Michael Vatcher [d].

	(Tom CORA)
	REMEMBERING TOM CORA: Hallelujah, Anyway (2CD set)
	1999
	73:05 71:54
	label: Tzadik

remembering Tom Cora
Tom Cora's premature death in 1998 was a tragic blow to contem​porary music. One of the founding members of the downtown improvising scene, Tom was a vital member of some of the most important cutting-edge groups of the past twenty years.
This special 2-CD set features poignant tributes by many of Tom's closest friends, new recordings of his best compositions, and some of his most important recordings.
An exciting and vivid portrait of one of the most original musicians in new music.

featuring: Tom Cora, John Zorn, Wayne Horvitz, Gerry Hemingway, Umezu Kazutoki, Fred Frith, Marc Ribot, Elliot Sharp, Richard Teitelbaum, Amy Denio, Iva Bittova, Phil Minton, Catherine Janiaux, Sam Bennett, Chris Cochrane, Zeena Parkins, Barre Philips, Hahn Rowe, Chris Cutler, Larry Ochs, Bob Ostertag, The Ex, Curlew, The Chadbournes, Skeleton Crew, The Ululating Mummies, Nimal, Pidgin Combo, Rooe, GoNoGoNoGo, Oriental Fusion, a.o.

Tom expanded the language and possibilities of the cello farther than any other player of his time.

His solo improvisations stand as some of the most important work of his career.

Skeleton Crew (см.) was the band that really catapulted Tom into the public light, showcasing his eclectic musical taste, his compositional prowess and his multi-instrumental virtuosity. He remained very close to Fred Frith down through the years, and their magical rapport is evident in this early duo track [“Zach’s Flag”].

	Tom CORA
	It's A Brand New Day
	2000
	61:47
	label: Knitting Factory, 2000

Tom Cora Live at The Knitting Factory

Tom Cora – cello, electronics

Catherine Jauniaux – vocals

Mark Dresser (см.) – bass

Hahn Rove – violin

George Cartwright – alto sax

Don Byron (см.) – clarinet

Wayne Horvitz (см.) – piano, electronics

Dave Douglas (см.) – trumpet

Zeena Parkins (см.) – piano

Fred Frith (см.) – guitar

Sam Bennett (см.) / Pipin Barnett – drums

1. Passing

2. High Sidewalk

3. Andy's Fault

4. Les Instants Chavires

5. Saint Dog

6. Elia's Hubcaps

7. Ce Grand Neant

8. Hey, My Mosey Mose

	Carlo CORDARA 
	The Best Of CORDARA ORCHESTRA
	1997
	54:45
	label: IRMA / La Douce (Italy)  www.irmagroup.com
file under easy listening
в этой же серии см. тж.: MARCHESELLI PRODUZIONI; MARC 4;

All tracks composed by Carlo Cordara.

Carlo Cordara [el&ac piano]; Marco Ratti [b]; Carlo Russo [g]; Giancarlo Barigozzi [a&t sax]; Hugo Heredia [t s, flute in C]; Nando Nebuloni [t s, flute in G]; Astor Pittana [tp, fl h].

Carlo Cordara represents a classic example of the strength and quality of the Italian Easy Listening scene in the 60's and 70's. He studied music and, still very young, he obtained his diploma in the piano and as conductor of an orchestra. For many years he accompained singers of light music and with his orchestra he practically toured the globe (tours in America, Canada, Argentina, Brazil, Australia etc.). He regularly filled Italian dance floors and nightclubs, in particular those enshrined in legend on the Roman "Dolce Vita" and the Adriatic Riviera scenes. Playing in the USA he was one of the first Italian composers who mixed jazz sounds with rhythm and blues and black music, thus obtaining an explosive formula for lovers of dance. Cordara worked regulary on the production of music used in documentaries, television news and radio programmes. In the early 70's he was also the star on a programme on the Italian state RAI radio station which aired every morning. It specialised in " facile ascolto" (easy listening) and was called "Buon giorno con Carlo Cordara" (Good morning with Carlo Cordara). This incredible composers always declared himself as part of the avant-garde and experimented in a wide range of musical forms. What is so special about all the tracks on this precious record is that these compositions were recorded in the studio with absolutely no artistic or stylistic restrictions, in complete freedom, something which is almost unthinkable today. It is probable that the musicians and composers who were making records at that time were better trained and they clearly enjoyed the buzz of continuously trying new styles while at the same time playing with other professionals (Barigozzi, Heredia, Nebuloni, Ratti etc...). In order to get as much of his music as possible on to the radio, Carlo Cordara recorded several tracks using the pseudonym of Me Carl. 

Cordara was a good friend of Giovanni Fenati ( a.k.a Mirageman) and so it is especially fitting that records by both of them should be reissued more than twenty years after they were first recorded thanks to the undying dedication of the Easy Listening "dream team" of SMART- IRMA who are working to bring you some of the best music from the Italian Easy Listening scene of the 60's and 70's. Carlo Cordara, a composer of enormus talent but above all a man who loved and con​tinues to love and enjoy playing his special music. 

	Chick  COREA
	Return To Forever
	1972 
	46:51
	C.C. -- см. тж. с: Benny WALLACE; Bobby  McFERRIN; Barre  PHILLIPS; тж. в файле 'Classics': W.A. Mozart "The Mozart Sessions"

label: ECM

Chick Corea [el p], Joe Farrell [fls, ss], Flora Purim [voc, perc], Stan Clarke [el b, double bass], Airto Moreira [d, perc]. 

	Chick  COREA
	C.C. And RETURN TO FOREVER: “Light As A Feather”
	1973
	43:08
	Chick Corea [el p], Joe Farrell [ts, fl], Stanley Clarke [b], Airto Moreira [d, perc], Flora Purim [voc, perc].

В конце 1971 года Чик Кориа выбирал, чем же ему заняться дальше: заумно-авангардными джазовыми импровиза​циями или работой с более простым фольклорным материалом. Недолго мучаясь поиском решения, Кориа в конце концов собрал ансамбль с многозна​чительным названием "Возвращение в навсе​гда". Его программа была с успехом показа​на в нью-йоркском клубе "Village Vanguard" и записана на двух альбомах. Первый дал название группе — "Return To Forever", вто​рой — "Light As A Feather". "Мы записали первый альбом всего за четы​ре дня, при этом каждую композицию—с пер​вого раза". Получается, что в день музыкан​ты записывали по номеру. Два первых альбо​ма Return To Forever — в чём-то значительнее всех остальных. Последующие проекты с элек​трогитаристами Биллом Коннорсом и лю​бимчиком публики Элом Ди Меолой — это классный фьюжн и не более того. Первые Return To Forever — это "его всё". Во-первых, они состоят из будущих стандартов — вещей, которые могут жить отдельно от авторов-ис​полнителей. Это и "Crystal Silence", и "Some​time Ago", и "Fiesta". А так же "Captain Marvel", "5000 Miles High", "Spain" — со второго аль​бома. Такого количества хитов не было ни на одном джазовом релизе. Во-вторых, не очень яркий голос певицы Флоры Пурим ясно вы​делялся на фоне прозрачной фактуры гита​ры Кориа "Fender Rhodes" и негромкой бас-гитары Стэнли Кларка. Когда нужно было, те​нор-саксофонист Джо Фаррелл переходил на флейту, да и муж вокалистки —Аирто Морейра не злоупотреблял барабанным напором. Ударная установка звучала у него, как бра​зильская перкуссия (особенно элегантно в за​главной композиции). В сущности, два первых альбома проекта Return To Forever — самое яркое доказатель​ство того, что джаз может оставаться джазом и быть лёгкой общедоступной музыкой. Именно без этих альбомов не было бы ни джазового нью-эйджа, ни "smooth-jazz", ни возможно даже — джаза этнического, по крайней мере — такого, каким мы знаем его сегодня. А самое главное — они опре​делили и весь дальнейший путь самого Чика Кориа. Что бы музыкант не предло​жил в последующие тридцать лет, это либо ещё пара шагов назад (к Баду Пауэллу начала 50-х, например), либо возвращение к самому себе. Навсегда.

---  "Play"

	Chick  COREA
	Hymn Of The Seventh Galaxy
	1973
	42:19
	Chick Corea [el & ac p,organ, harpsichord, gongs], Stan Clarke [el b, fuzz bass, bell-tree], Bill Connors [el & ac gs], Lenny White [d, perc, congas & bongos].

	Chick  COREA
	The Romantic Warrior
	1976
	45:38
	Chick Corea [keys, marimba, perc], Stanley  Clarke [bs,perc], Lenny White [d, perc], Al Di Meola [gs, perc].

	Chick  COREA
	The Leprechaun
	1976
	38:07
	Danny Cahn, John Gatchell, Bob Millikan (t); Wayne Andre, Bill Watrous (tb); Joe Farrell (reeds, tracks 5 and 8); Chick Corea (p, Fender Rhodes, Hohner Clavinet, Arp Odyssey, Yamaha Organ, Micromini Moog, Moog 15, bgo, bells, wood block, bell tree, tam); Annie Kavafian, Ida Kavafian (v); Louise Shulman (vla); Fred Sherry (cello); Eddie Gomez (b, tracks 6 and 8); Anthony Jackson (b, tracks 4, 5, and 8); Steve Gadd (d); Gayle Moran (vcl).

Art and Imagination Belong to One Another
These projects were all done based on very definite themes — a way of working that was unusual for me at that time.

The dividing line between the fantasy world and the real world has always intrigued me. It seems there are those who feel more comfortable in one world than the other; but the single thing we all seem to agree on is the existence of the Imagination.

The Imagination seems infinite and almost totally uncharted. But without it, and therefore without the creation of Art, life becomes pretty solid and dull. I don't know anybody who doesn't enjoy a good story, some magic, and some adventures of the Imagination.

Leprechauns, sprites, faeries, and imps are the positive, playful side of the Imagination; devils, witches, and vampires are the dark side. It's the spirit world in fantasy form with special powers and abilities that we all think about and some of us even try to attain.

My own version of a playful spirit with accompanying sprites, faeries, and imps is the backdrop for The Leprechaun — ending with my dream of the main leprechaun having his own dream. My Spanish Heart is my version of the Spirit of Spain, and Mad Hatter deals with some of the characters in Lewis Carroll's famous story.

If Art ever needed another 

Surely Imagination was Art's brother.

Let this family mingle. 

Add Freedom of Expression 

And life really begins to tingle — 

Impression after impression after impression.

Chick Corea, June 1993
Anthony Armando "Chick" Corea, one of a number of pivotal musicians who staked their claims on the jazz hierarchy in the 1970s, has been nothing if not an ongoing quick-change artist. His dizzying trek took him from Latin Jazz pianist in the early Sixties to neo-bopper to fusion siren-song maker to avant-garde practitioner to crossover stylist; this was unique in the annals of jazz. During the Seventies, his active decade, Corea's home base for musical expression was his popular, chameleonic Return to Forever (RTF) band.

For Corea, the late Sixties and early Seventies found him a hard man to pin down. In addition to the RTF band, Corea was experimenting with Circle, the avant garde cooperative stressing free improvisation that Corea helped form with reed player Anthony Braxton, bassist (and fellow former Miles Davis bandmate) Dave Holland, and percussionist Barry Altschul. But during this same period Corea began to go in a number of other musical directions, seemingly all at once. Aside from Miles, he worked with Willie Bobo, Stan Getz, Herbie Mann, Blue Mitchell, and Mongo Santamaria — musicians who all asked for quite different things from the pianist-composer.

Corea's interest in electronics, begun in earnest with Davis, also flourished at this time with the different RTF bands. And his interest in solo and duet settings developed, his most notable recordings from this period being his Piano Improvisations and his first duet with vibist Gary Burton, Crystal Silence (both on ECM Records).

By the time he'd formed the band that would play on The Leprechaun — recorded in 1975 and recipient of a five-star rating in down beat when it was released in the following year   Corea had moved away completely from his earlier emphasis on free playing and instead sought to further develop his compositional and arranging skills, not to mention his interest in more mainstream fare.

The Leprechaun is notable in part because it was the first record solely under his name that he'd released since Piano Improvisations three years earlier. Next to the early RTF recordings, with their similar focus on perky rhythms, attractive melodies, and light, airy vocals, The Leprechaun is more orchestral, almost completely arranged, with only intermittent improvisations (e.g., Joe Farrell's soprano sax sparring with Corea's electronics on the jumpy "Nite Sprite" and the closer, "Leprechaun's Dream"). An additional contrast shows Corea's desire to cast his music in more of a storytelling light. The music now revolves around a theme, The Leprechaun being a concept album with song titles and musical development reflecting a beginning, middle, and end (notice the narrative lines beneath each song title). As for similarities, perhaps the most obvious one finds vocalist Gayle Moran (Corea's wife) adding the touch that Flora Purim's soaring voice had provided years before, even as the band blends Latin strains with more pop- and rock-like elements.

The Leprechaun added some band members to bring more life to an ensemble that, up to this point, had focused primarily on Corea's and bassist Stanley Clarke's virtuosic playing styles. Gone were the electric guitars of Bill Connors and Al Di Meola, their heat being replaced by a string quartet and brass contingent that reflected Corea's penchant for orchestration, arrangements, and varied sounds to flesh out his compositions. The return of reed player Farrell, from the original RTF band, is a welcome one, his work on Light as a Feather having been particularly delightful. Also on board are two session regulars, bassist Anthony Jackson (on three cuts) and drummer Steve Gadd. Listening to Corea's Elektric and Akoustic Bands of recent years, with bassist John Pattitucci and drummer Dave Weckl in particular, it's easy to see where the seeds were planted for the in-the-pocket playing these younger musicians have provided for Corea. Along with Farrell, longtime associate/bassist Eddie Gomez gives the band some heft, playing acoustic bass on the romantic "Soft and Gentle" and the album's tour de force, "Leprechaun's Dream".

In light of its nearly overarranged and comparatively less Jazzy sensibilities, what keeps The Leprechaun from devolving into just another pretty album? After all, the number of electronic keyboard sounds Corea comes up with here sound even more dated than the once-popular Fender Rhodes piano he used exclusively on the first RTF album. In fact at times Corea seeks a kind of magical, childlike aural sheen with such instruments as the Arp Odyssey and Micromini Moog, all the while running the risk of sounding fatuous (especially "Imp's Welcome", which sounds impish bordering on goofy).

If we can remember that The Leprechaun is an album of musical sketches tethered by Corea's unique pianistic sensibilities, and that the music is essentially playful, if at times overly dramatic, it's easy to enjoy and appreciate. For example, no sooner do we hear "Imp's Welcome" than we find Corea breaking out with one of the lyrical highlights of the album, the infectious, rolling-, rocking-samba "Lenore". To this day, "Lenore" captures the imagination partly because of its use of acoustic piano in the wake of the electronic summons of "Imp's Welcome" — not to mention the former's catchy lines, haunting phrases and danceable rhythms. [...]

Maybe the album's real title should be The Magician.

	Chick  COREA
	My Spanish Heart
	1976
	67:55
	Chick Corea [ac p, keys, etc], Steve Gadd [d], Stanley Clarke [ac b], Jean Luc Ponty [vln], Don Alias [perc], Gayle Moran [vocs], + string quartet and brass.

«На мой субъективный взгляд, «Испанское сердце» Чика Кориа – один из самых ин​тересных альбомов этого выдающегося джазмена. С джазом Чик впервые встре​тился, услышав пластинки Чарли Парке​ра и Бада Пауэлла на родительской "вертушке". Позже он участвует в оркест​ре своего отца, игравшем на танцах, и поступает в высшую школу -– Джуллиард Скул -– в класс фортепьяно, "меня не при​влекают соло на электрических клавиш​ных, я предпочитаю звук оркестра и не считаю, что должен полностью контролировать остальных... " -– скажет Чик Кориа в интервью одному солидному джазовому изданию через десять лет после этой за​писи. Но, слушая её, понимаешь, что уже тогда, в далёком 1976 году, эта вызывающая уважение позиция музыканта сложи​лась почти в полной мере. Испано-португало-карибские мотивы, использованные Кориа для интерпретаций, стали пре​красно отточенным лезвием, срезавшим все лишнее с атмосферного "фореверского" свинга и помогшим автору продемонстрировать во всей своей мощи ис​полнительский талант. «Импровизация – это не столько техника, сколько состоя​ние сознания, -- говорил Чик Кориа. – Нуж​но доверять своему воображению...» Слушая «My Spanish Heart» Чика Кориа по​нимаешь, что воображение этого музы​канта не имеет границ.»  -- Hi-Fi Music, #6 1997

	Chick  COREA
	RETURN TO FOREVER: «Musicmagic»
	1977
	41:51
	состав не указан

1. The Musician
2. Hello Again

3. Music Magic

4. So Long Mickey Mouse

5. Do You Ever

6. The Endless Night

	Chick  COREA
	Friends
	1978
	51:15
	Chick Corea [el, ac p], Joe Farrell [reeds, fl], Steve Gadd [perc], Eddie Gomez [ac b].

	Chick  COREA
	The Mad Hatter
	1978
	50:04
	Chick Corea [ac p, keys, perc], Herbie Hancock [Fender Rhodes], Gayle Moran [voc], Steve Gadd [d], Eddie Gomez [ac b], Joe Farrell [fl, piccolo, ts], brass, strings, Jamie Faunt [ac b], Harvey Mason [d].

	Chick  COREA
	Herbie HANCOCK & Chick COREA in Concert
	1978
	39:16 52:04
	label: Sony (Japan), remaster 1997 (Master Sound Series)

Piano duet.

см. тж. следующий диск ниже

Herbie Hancock -- on the left; Chick Corea -- on the right. (Throughout the record)

CD I: 

Someday My Prince Will Come

Liza

Button Up

CD II:

February Moment

Maiden Voyage

La Fiesta

Producer's Notes: In translating these performances to record, our goal was to keep intact both the spirit and integrity of the actual concerts, and the relationship between audience and musician. These performances have not been technically or electronically enhanced, nor is the sound limited or compressed. In order to achieve as nearly as possible a 'direct-to-disc' sense, the selections are presented in the order in which performed [...]

	Chick  COREA
	An Evening With Chick COREA & Herbie HANCOCK
	1979
	71:42
	Live 1978. This is the second album from the heralded Chick Corea - Herbie Hancock concert series of 1978.

1. Homecoming

2. Ostinato

3. The Hook

4. Bouquet

5. Maiden Voyage*

6. La Fiesta*

Здесь Mayden Voyage и  La Fiesta -- сокращённые версии (типа бонус-трэков). Без них время CD = 55:05.

WHAT CAN I SAY ABOUT HERBIE HANCOCK THE MUSICIAN AND THIS DUET OF OURS. EXCEPT AS A POETIC ATTEMPT: 

ONE AND TWO

THE BEGINNING OF THE WORLD IS ONE 

THE BEGINNING OF LIVING AND EXCHANGING WITH MUSIC IS TWO

ONE CREATES AN IMAGE AS A SUMMARY OF HIS FEELING NOW

HE POPS IT IN VIEW TO TWO

WHILE TWO HAS BEEN WORKING AT A SUBTLE IMAGE OF HIS OWN.

TWO MERGES HIS WITH ONE'S AND TOSSES IT BACK AND BECOMES AUDIENCE ANTICIPATING WHAT ONE WILL DO NOW. 

SO ONE LETS THE NEW IMAGE FLOAT IN VAMP TIME WHILE DECORATING THE EDGES WITH TRANSPARENT PEARLS THAT MAKE YOU LAUGH

AND TWO AGREES TO LET IT HANG JUST LIKE THAT AS WELL AS ADDING A FEW UNIQUE PEARLS OF HIS OWN AND A TRANSPARENTLY PEARLED FLOATING IMAGE CO-CREATED BY ONE AND TWO DRIFT INTO US AND MAKE US FEEL LIKE THE FEELINGS IN THE FLOATING IMAGE PLUS ALL THE ADDITIONAL FRILLS AND SPACES WE ADD AND THE CREATION GROWS AND ENHANCES

AND ONE CAN BE TWO AND TWO CAN BE ONE AT WILL AND BOTH CAN BE BOTH WITHOUT EVER LOSING THEIR ORIGINAL EYE/I AS THE BEHOLDER OF SUCH GOOD FUN AS THIS IS.

           CHICK COREA / 19 MAR 88

	Chick  COREA
	Tap Step
	1980
	41:43
	Chick Corea, Don Alias, Stanley Clarke Joe Farrell, Joe Henderson, Hubert Laws, Gayle Moran, Flora Purim, etc.

	Chick  COREA
	Three Quartets
	1981
	61:04
	Chick Corea [p]; Michael Brecker [t s]; Eddie Gomez [b]; Steve Gadd [d].

	Chick  COREA
	Trio Music
	1982 
	38:3137:18
	label: ECM

Chick Corea [p], Miroslav Vitous [b],  Roy  Haynes [d]. На 1-ом диске записаны импровизации трио, 2 импровизации дуэта Corea/Vitous и композиция Chick'a Corea "Slippery When Wet". На втором  диске исполняются композиции Thelonious'a Monk'a.

	Chick  COREA
	Touchstone
	1982
	46:14
	with: Paco De Lucia, Al Di Meola, Stanley Clarke, Gayle Moran, a.o.

	Chick  COREA
	The Song Of Singing
	1984
	
	 LP    

C.C. [p]; D.Holland [bass fiddle]; Barry Altschul [d].

	Chick  COREA
	Chick Corea Akoustic Band
	1989 
	61:10
	label: GRP

Chick Corea [p], John Patitucci [b], Dave Weckl [d]. Исполняются стандарты и композиции Chick'a Corea.

	Chick  COREA
	C.C. Acoustic Band Alive
	1991 
	63:50
	label: GRP
 состав как выше.

	Chick  COREA
	Chick COREA ELECTRIC BAND: “Beneath The Mask”
	1991
	56:07
	C.C. [k]; F.Gambale [g]; E.Marienthal [s]; J.Patitucci [b]; D.Weckl [d].

	Chick  COREA
	Early Circle
	1992
	54:38
	Chick Corea [p, celeste, perc], Anthony Braxton [cl, fl, a s, s s, contrabass cl], Dave Holland [b, cello, g], Barry Altschul [d, bass marimba, perc].  

	Chick  COREA
	Bobby McFERRIN & Chick COREA:

“Play”
	1992
	49:59
	Bobby McFERRIN & Chick COREA duet.

Recorded "live" 1990.

	Chick  COREA
	Time Warp
	1995
	57:31
	Acoustic quartet: C.Corea [p], Berg [s], Patitucci [ac b], Novak [d].

1. One World Over (prologue)

2. Time Warp

3. The Wish

4. Tenor Cadenza

5. Terrain

6. Arndok’s Grave

7. Bass intro to Discovery

8. Discovery

9. Piano intro to New Life

10. New Life

11. One World Over

	COS
	Viva Boma
	1976
	60:25
	progressive: funk-fusion-experimental (на сегодняшний вкус это, может быть и не слишком "experimental", но именно оттуда, из тех лет ноги растут.)

label: Musea
musicians: Pascale Son, Denis Van Hecke, Marc Hollander, Daniel Schell, Alain Goutier, Willy Masy, Guy Lonneux.

1. Perhaps Next Record

2. Nog Verden

3. Boheme

4. In Lulu

5. Flamboya

6. Mon Rebis

7. Viva Boma

8. L'Idiot Leon

9. Ixelles

10. Reine De La Vallee

11. Nog Verder

12. Fanfan La Tulipe

	Tom  COSTER
	From The Street
	1996
	62:29
	fusion
label: JVC (20-bit K2 Super Coding System)

Tom Coster [k]; Michael Brecker [t s]; Bob Malach (см.) [t s]; Mark Isham [tp]; Steve Cardenas [lead g]; Dean ‘Cat Man’ Brown [rh g]; Tim Landers [el&ac b]; Stu Hamm [el b]; Sheila E. [perc]; Dennis Chambers [d].

Brecker играет потрясающе.

	Sylvie COURVOISIER
	Ocre
	1997
	58:30
	label: Enja

Sylvie Courvoisier (piano, prepared piano)

Pierre Charial (barrel organ)

Michel Godard (tuba, serpent)

Tony Overwater (bass)

Mark Nauseef (см.) (percussion)

Virtuoso performer Sylvie Courvoisier was born in Lausanne, Switzerland, in November of 1968. Both a prolific composer and an imaginative pianist, she attended the Conservatoire de Lausanne where she trained in composition, conducting, and piano. At the Conservatoire de Montreux she studied jazz. During her career she has worked with many other artists, including Marc Ducret, Pierre Charial, Enrico Rava, Dominique Pifarely, and Daniel Bourquin. In 1994, recording under the UNIT Record label as the Sylvie Courvoisier Quintetto, Courvoisier released her debut album, Sauvagerie Courtoise. In both 1995 and 1996, she was selected to appear in Baden-Baden at the New Jazz Meetings. In the latter year, she received the Swiss Young Creators Award. Courvoisier moved herself -- and her talents and unusual jazz style -- to the front position in 1997 on her next daring album, Ocre. Pierre Charial played barrel organ, tuba and serpent were handled by Michel Godard, with Tony Overwater on bass and Mark Nauseef on percussion. She has also recorded as a duo with musicians such as Lucas Niggle on the album Lavin, and Mark Nauseef on Birds of a Feather.

Born in Lausanne, Switzerland, Sylvie Courvoisier studied piano, composition and conducting at the conservatories of Montreux and Lausanne until 1994. She performed and/or recorded with Michel Godard, Mark Feldman, Enrico Rava, Thomas Chapin, Joachim Kühn, Marc Ducret, Dominique Pifarely and others as well as with her own quintet. Already a prolific composer, Sylvie has also written contemporary classical music and music for ballet and theater. In 1996 she was a recipient of Swiss Young Creators Award.

For more than 20 years French artist Pierre Charial has specialized in the field of mechanical music. A pioneer of the barrel organ (orgue de Barbarie), he has contributed to its revival by performing numerous historical and contemporary pieces. Over the years, he crossed the path of composers such as György Ligeti, Luc Ferrari, Martial Solal, Conlon Nancarrow, and Luciano Berio. Inspired by Charial's extraordinary talent and instrument, Sylvie Courvoisier started working on her unlikely project "Ocre de Barbarie" that features Charial's barrel organ along with some outstanding jazz musicians. This is music beyond all categories combining daring compositions by both Courvoisier and Charial, inspired improvisation by top players like Michel Godard and Mark Nauseef and a very distinct sound concept. Discover an original contribution to the living art.

Die Weltwoche: 
"Sie sei der neue Stern am Schweizer Jazzhimmel, schreibt ihre Plattenfirma and untertreibt mit diesem Satz schwer. Seit Sylvie Courvoisier 1994 ihr Musikstudium am Konservatorium von Montreux abgeschlossen und ihre Kreativität auf das Hier und Jetzt der praktischen Improvisation verlagert hat, seit ein paar Jahren also schon treibt die geistreiche, schöne, schalk- und ernsthafte, poetische und ziemlich heftige junge Frau alle um, die ob des allwaltenden Revisionismus an eine Zukunft der freien Improvisation schon nicht mehr glauben möchten, mehr noch jene, die den Jazz insgesamt für tot hielten. Das heisst: Vielleicht ist er ja tot, teilt uns die Klavierkunst dieser Musikerin mit jedem Ton ( und mehr noch mit jeder Pause) mit, aber nur als Klischee und gestanzte Webvorgabe. In Wahrheit hat er sich nur verwandelt. In eben diese Musik zum Beispiel, die zwar gelegentlich auch Sphärenklang ist, aber sicher aus keinem ''Jazzhimmel '' zu uns spricht. In kleinen Formen und Formationen - suitenartigen Gebilden, mal im Quintett, mal im Duo vorgetragen - spielt die zierliche Lausannerin grosse Musik. Basta.'' (excerpt from Peter Ruedi's article Luftgeist und Donnervogel which appeared in the noted Swiss weekly Die Weltwoche, May 1, 1997).

1. GUGGING (03:51) ; 2. ANECDOTE 1 (00:31) ; 3. LA GOUALANTE DE L'IDIOT (06:56) ; 4. ANECDOTE 2 (00:45) ; 5. MACHINES A SONS (08:32) ; 6. ENSORCELIRRADIANT (01:38) ; 7. TRITON ET DEMI (06:24) ; 8. ANECDOTE 3 (00:55) ; 9. CURIO IN TRIVIA (06:40) ; 10. ANECDOTE 4 (01:08) ; 11. TERRE D AGALA (06:01) ; 12. VIABLE (01:45) ; 13. PARADISO PERDUTO (03:16) ; 14. TABULAR (07:56) ; 15. GNOU GNOU VALSE (00:45)

	(Sylvie COURVOISIER)
	MEPHISTA:

"Black Narcissus"
	2002
	58:36
	label: Tzadik

Ikue Mori (см. в 'Alternative'): electronics

Sylvie Courvoisier: piano

Susie Ibarra (см. в 'Alternative'): drums

Deeply esoteric, Mephista's Black Narcissus -- released on avant-garde saxophonist John Zorn's Tzadik label -- is an improvised product of Ikue Mori, Susie Ibarra, and Sylvie Courvoisier. The former is an electronic-based musician: the latter two are grounded on acoustic instruments (drums and piano, respectively). Despite these classifications, each specializes in sounds that little resemble their physical sources. Mori mixes in acoustic-based sounds -- gurgling water, analog static, rushing wind, and many other things. Ibarra often creates disconnected sounds with her drums, making her cymbals sound like odd filters. Meanwhile, Courvoisier often uses her piano percussively, occasionally directly plucking its strings. Much of her playing is so "out" that when she actually plays the piano in a more traditional fashion, it almost sounds like a sample drawn from a foreign source. Taken together, the music on Black Narcissus is extremely free. Likewise, because of the dislocating effects of each of the musicians' techniques, the densely textured pieces are often hard to follow. After all, it is quite hard to derive what is going on in a piece if one cannot separate the various instrumental strands. As such, listening to Black Narcissus can be a confusing and trying experience. Each sound suggests something new, and all three musicians are wont to follow that impulse as quickly as possible. It is liberating and beautiful, but also so hyper that it is impossible to listen to with anything but rapt attention. Unless one commits fully to the disc, it will probably sound like an experimental annoyance. If one is willing to surrender, though, there is a rich world waiting.
1. The Children's Hour

2. Black Narcissus

3. Willow's Weep

4. Cabbalussa

5. Poison Ivy

6. Black Widow

7. Legend of Pele

8. Leda and the Swan

9. Laughing Medusa

	Sylvie COURVOISIER
	Abaton

(2 CD)
	2003
	53:54 52:54
	label: ECM

rec. 2002

Sylvie Courvoiser: piano

Mark Feldman: violin

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

Abaton is a musical unit of composer and pianist Sylvie Courvoisier, violinist Mark Feldman, and cellist Erik Friedlander. Abaton is also the title of the group's double-CD ECM debut, produced by label boss Manfred Eicher. Disc number one is made up of four Courvoisier compositions. The second holds 19 improvisations for trio. Very different, they nonetheless dovetail to offer a solid portrait of a composer-led group that views stasis and movement with equanimity. "Ianicum," the opening work on Abaton, begins with a single lower-register pitch from Courvoisier's piano. It is repeated and answered by the other players in small, brief phrases before becoming a twinned line where left and right hands move seemingly in opposition yet with such restraint that the music is seamless. Dynamics are held tautly in this work, as Friedlander bows long enough in his statements to keep the bridge of harmonic striation constructed. Space and short tones become enmeshed as extensions of one another. On the title track, Feldman opens with a clipped series of notes that come from his middle register and then engages Friedlander in a gradually developing series of nearly pulsing lines that touch upon Eastern modalism and Western counterpoint. Courvoisier enters with a single chord to anchor the lengthening lines and bring them back to point zero as a spacious, Messiaen-like austerity gives way to more frequent pronouncements, until she becomes interwoven contrapuntally with the pair in a warm yet dissonant melody line that feels almost Occidental in its origin. There is plenty of soul in these exercises; there is a great transference of emotion taking place in the exercising of dynamics that seemingly come to explode as the first disc plays on. 

Disc two is a stunning mirror image of disc one in that it reflects not only the musical tautness of this triadic union, but the pervasiveness of Courvoisier's influence as a composer. These pieces take one or two small ideas and completely dive into them, bringing out all of their possibilities at once. There is no time for development, as ideas seem to burst forth inside the silences as well as in the constructive -- and alarmingly intuitive -- engagement among the players. All this speaks well to the jazz side of the coin as well. Courvoisier is working as a classically trained composer and pianist whose psychologically trained ear for improvisational and jazz nuance is uncanny. That her music is as aesthetically beautiful as it is strange and mysterious is only further testament to her prowess as a composer. That this trio plays her music as if it has been creating it from the air is nothing short of remarkable. Abaton is Courvoisier's crowning achievement thus far, and this group points her firmly forward in a direction where everything is still possible, demonstrating that there is something new under the sun in classical music and improvisation. Perhaps Abaton is the great moment of 2003 for new classical music.
CD 1:

Ianicum

Orodruin

Poco a poco

Abaton

CD 2:

Icaria 1

Imke's

Icaria 2

Clio

Nova Solyma

Spensonia

Octavia

Icaria 3

Sonnante

The Scar of Lotte

Turoine

Archaos

Ava's

Brobdingnag

Calonack

Precioso

Sekel

Izaura

Narnia

	(Sylvie COURVOISIER)
	MEPHISTA:
"Entomological Reflections"
	2004
	56:26
	label: Tzadik

rec. 2003

Sylvie Courvoisier: piano

Susie Ibarra (см. в 'Alternative'): drums

Ikue Mori (см. в 'Alternative'): electronics

Much like their debut, Black Narcissus, Entomological Reflections is another fascinating blend of otherworldly sounds and adventurous musicianship from the trio Mephista, consisting of Sylvie Courvoisier on piano, Ikue Mori on laptop, and Susie Ibarra on drums. A quick glance at the instrument credits will do little to clue you in as to what the album sounds like. Courvoisier likes to play inside the piano a fair amount, and it sounds as though she often mutes or prepares the strings as well. Susie Ibarra plays little in the way of straightforward timekeeping, using the kit instead to provide skittering percussive accents. Mori's laptop is filled with interesting sounds, and meshes so well with Ibarra's playing that at times it's difficult to tell who's playing what. And it's even harder to tell who's playing what when Courvoisier is playing inside the piano. Most of the material is improvised, although each participant offers at least two compositions as well. Each of these players has a highly individual voice on her respective instrument, and together they are three of the finest improvising women on the scene. This album isn't likely to get any toes tapping, but will reward careful listening.
La Femme 100 Tetes

House

Drole de Mots

Cardiogram

Void

Fractions

Entomological Souvenirs

Le Chateau de Cene

Fringe

Procession

Beloukia

Air

Apartment

Sans Mots

Shifting Roll

	(Sylvie COURVOISIER)
	John ZORN:

"Masada Recital"
	2004
	49:19
	label: Tzadik

Mark Feldman – violin

Sylvie Courvoisier – piano

1. Kanah

2. Socoh

3. Mahshav

4. Karet

5. Abidan

6. Malkut

7. Azekah

8. Nezikin

9. Karaim

10. Hath arob

11. Aravot

12. Mahlah

	Norrie  COX  &  his New Orleans Stompers
	Move The Body Over
	1997
	57:11
	label: Delmark (Chicago).  Recorded in 1997

Norrie Cox [cl]; Charlie DeVore [cornet, v (#10)]; Jim Klippert [trb, v (#8)]; Mike Carell [banjo, g (#5)]; Bill Evans [b]; Donald ‘Doggie’ Berg [d]. (New Orleans Stompers см. тж. с: George Lewis)

That Norrie Cox, an English clarinetist, would be the proprietor of the most authentic sounding New Orleans jazz band in the United States is not unusual. English musicians have populated the traditional-jazz scene in the U.S. since the early 1950s when trumpeter Ken Colyer jumped ship in New Orleans to absorb jazz at its source and trombonist Ralph Hutchinson was in Muggsy Spanier's band.

England went through a huge "trad boom" in the late '50s when records by Chris Barber, Acker Bilk and Kenny Ball beat Elvis to the top of their charts. Norrie was in the thick of that scene and led the San Jacinto Jazz Band, a younger group that played in the New Orleans ensemble style rather than the banjo-driven music that attracted so much attention. He was in his late twenties and working as a mechanical engineer. The band got an opportunity to tour, but Norrie agonized before deciding to stay put and the group drifted apart [...]

The New Orleans Stompers made their first appearances in 1989 and they've been assembling occasionally ever since at jazz clubs, festivals, restaurants, political gatherings, and several self-promoted concerts in the Madison area. Everyone but Klippert is now retired so assembling is easier and they're working more often.

The old New Orleanians featured an ensemble style rather than a collection of soloists. Jazz has evolved away from these initial precepts but "revivalists" return the music to what had disappeared. Norrie and the Stompers take their cues from the music documented during the first great revival of New Orleans jazz in the 1940s when hitherto-ignored musicians were discovered and recorded: Bunk Johnson, George Lewis, Kid Ory and others. The players continuously interact with each other rather than each playing a solo. Norrie Cox and the New Orleans Stompers have a single-minded goal—to preserve and display classic New Orleans ensemble jazz. Hopefully this recording will put the band on the map and enable them to bring their unique brand of jazz to a wider audience.

-----  Paige Van Vorst, Mississippi Rag

	Lol  COXHILL
	Ear of Beholder
	1970
	77:13
	Lol  COXHILL – см. тж. в проектах: AU BORDEL; 

тж. в ‘Alternative’: Paul SCHUTZE; David TOOP; PALINCKX; ORA; DANGER IN PARADISE;

free-jazz

label: Ampex, 1970 / See for Miles Records

rec. 1970

biography

Famous for his unaccompanied, unorthodox concerts and albums, Lol Coxhill has an immediately identifiable soprano and sopranino style. He's perhaps Steve Lacy's prime rival in getting odd sounds out of the soprano with his wrenching, twisting, quirky solos. While Coxhill's an accomplished saxophonist and can play conventional bebop, it's his winding, flailing soprano and sopranino lines that make him stand out. He actually started playing more conservatively; Coxhill backed visiting American soul and blues vocalists in the '60s, playing behind Rufus Thomas, Lowell Fulson, and Champion Jack Dupree. He worked with Stephen Miller's group Delivery in 1969 and 1970, and played with them at the Berlin Music Festival. But his debut album, Ear of the Beholder, established a new direction for Coxhill. Since then, he's worked with both bebop and free musicians, among them Chris McGregor, Trevor Watts, Bobby Wellins, and Company. Coxhill's also played with such groups as the Recedents, Standard Conversions, and the Melody Four.

Eye of Beholder

The avant-garde is an odd beast. In the case of saxophonist/singer Lol Coxhill, that can range from the virtually unlistenable squawk of "Feedback" (which is exactly what the title says) to '30s music hall songs performed with keyboard player David Bedford. Cobbled together from live tapes and a few studio sessions, much of the backing comes from the Whole World, the Kevin Ayers backing band of which Coxhill was a member. But not all: "Rasa-Moods," a 20-minute spontaneous performance taped in Holland, brings in Dutch free musicians for something that travels through moods; "A Conversation With Children" is exactly that; and the cover of "I Am the Walrus" is sung by kids, to offer an odd, disquieting effect. Some pieces work better than others; the solo railway bridge improvisations of "Hungerford," punctuated by passing trains, is the perfect plunge into this record, while "The Rhythmic Hooter" is as close to something normal as it gets here, before descending into "That's Why...Darkies Were Born," an ironic, deliberately anti-racist performance of an old vaudeville hit (as the notes emphasize). The standard "Lover Man" gets a working over, not always with the best result, while "Open Picadilly" is just that, recorded in the open in London's Picadilly. It's a challenging record, and as Coxhill admits at the very beginning (on "Introduction" he disarmingly discusses the disc's successes and failures), it doesn't all work. When it hits, it's excellent; when it doesn't, attention wanders all too easily. But for 1971, aimed at the rock audience via John Peel's Dandelion label, it was decidedly adventurous and daring — and still is.

Introduction

Hungerford

Deviation Dance

Two Little Pigeons

Don Alfonso

Open Piccadilly

Feedback

Insensatez

A Conversation With Children / Jamaican Rumba

Piccadilly With Goofs

Rasa-Moods

A Collective Improvisation

I Am the Walrus

The Rhythmic Hooter

Lover Man

Zoological Fun

Little Triple One Shot

That's Why Darkies Were Born

A Series of Superbly Played Mellotron Codas

	Lol  COXHILL
	Toverbal Sweet
	1972
	60:41
	label: Mushroom, 1972 / See For Miles (England), 1997

www.seeformiles.co.uk 

Lol Coxhill [s s]; Jasper Van’t Hof [ac&el p]; Pierre Courbois [conventional drum kit augmented with a vast array (no less) of percussion instruments some of which are his own inventions].

When the album that you've just bought first appeared in the summer of 1972, the London listings magazine Time Out gave it a rave review. Mal Dean wrote: "The Buckinghamshire bullet supreme soprano saxophone stylist Lol Coxhill appears in, rather than leads, this highly compatible tight knit little trio which is well capable of spreading joy wherever it goes."

Lol himself also regarded the recording as very much a collaborative, rather than a solo, effort. Unfortunately, for all of us, the trio didn't really go anywhere else to spread their musical joy.

In fact they only played together three times. The first was on one track of Lol's 1971 album for Dandelion records Ear Of The Beholder (available on See For Miles SEECD 414). The recording for Toverbal Sweet was their second performance. A third was also taped but has not, as yet, ever been released.

Lol, at the time pursuing parallel careers as part of Kevin Ayers' band The Whole World and working as a solo performer, was a regular visitor to Holland where he'd met pianist Jasper Van't Hof and drummer Pierre Courbois.

"Looking back now," he says "all I remember is that I liked the town of Maasluis, where it was recorded, and I had a nice time with Jasper and Pierre. I loved the sound of that terrible old out of tune piano. I also like the way the whole thing sounds as if we'd considered it beforehand, which we hadn't."

In a long and varied career, free-form improvised jazz has always been Lol's main love. Initially a bookbinder by trade, he'd turned pro as a musician to play in an R&B band called Tony Knight's Chessmen. It was when the Chessmen got a job touring as the backing band for visiting R&B star Rufus Thomas that Lol jacked in his full-time employment.

Playing behind visiting American legends gave him slices of regular work throughout the sixties as he'd pick up his sax and blow for Martha and the Vandellas, Screamin' Jay Hawkins, Mose Allison, Otis Spann, Champion Jack Dupree and Lowell Fulson.

"I still love R&B. If Tony Knight rang up tomorrow and asked me join a band, I'd do it," he says. "I'm genuinely interested in all sorts of music -- which has been my downfall really.

"I get a lot of flak for not knowing what I want to do. But what I want to do is usually whatever I want at the time I'm doing it. But the most important stuff is the stuff that most people don't like anyway -- the free improvisational things."

From Tony Knight's Chessmen, Lol had gone on to join another R&B outfit Gass, whose work was distinguished by its use of jazz solos. He then formed Delivery (with Steve Miller, Jack Monck, Pip Pyle and Phil Miller) and went on to join the Whole World (with Kevin Ayers, David Bedford, Mike Oldfield and numerous drummers).

Throughout this period in the late '60s and early '70s he'd kept up his solo work and had jammed wherever he could. If there wasn't a concert to play, he was quite happy to go out and busk.

"The solo work really came out of the busking," he recalls. "I'd started busking in 1956 when I was still working in the factory in Aylesbury doing bookbinding. The factory went on strike and I took to busking.

"I carried on doing it whenever it suited me. I never saw it as just going out with a hat trying to make some money, I always played seriously," it was at times a risky thing to do, Lol was attacked on the streets on a couple of occasions, once by someone who threw a brick at him.

"Usually though people either stopped and listened, or if they weren't interested they'd just walk on by. The ones I had the least problems with in the '60s and '70s were the police. They got to know me and they left me alone. They actually once asked me to go and play for them at one of

their private parties."

Radio One disc jockey John Peel was among those who caught one of Lol's busking sessions in London's Piccadilly Circus and on the strength of it encouraged him to record the Ear of the Beholder set. Toverbal Sweet was to follow shortly afterwards.

Subsequently there have been, by Lol's own estimation, around 100 other albums on which he’s played a part -- be it big or small. He's also appeared with a lot of bands from Alexis Korner's New Church through Brotherhood of Breath to The Damned.

The Recedents, The Melody Four and a duo with Steve Miller are among his more regular collaborators. In the mid-90s he also started to record for the French Nato label.

With his interest sparked by this reissue he's even talking of getting back together with Pierre and Jasper again. "I'm not sure I'd want to see all the stuff I've done in the past reissued," he says. "If I had to choose between seeing my back catalogue coming out or recording new stuff, I'd go for the new stuff every time. Of course sometimes on the reissues you get to do some new stuff as

well."

For Toverbal Sweet, Lol recorded one new bonus track, 'Toverbal Revisited'. "I just played bits of the old album to myself through a set of cans and while it was playing I improvised some new stuff. I took the old stuff off the recording and used the new improvised track I'd done as the inspiration for a whole new piece.

"It was a nice way of extending the album. I think it was the right thing to do "
Doing what he thinks is right has pretty much characterised Lol's career. "I can't think in terms of ever earning a fortune from my music," he says. "I think my approach is far too wayward for that.

"But it's an approach that suits me. If I keep on managing to get by, I think that's fair enough "

Fraser Massey

	Lol  COXHILL
	Lol  COXHILL - Morgan FISHER:

"Slow Music"
	1980
	55:34
	label: Pipe, 1980 / Voiceprint

rec. 1980

Lol Coxhill - sax, vocal

Morgan Fisher - guitar, bass, keyboards, vocals

Although Lol Coxhill's name is listed first, this is really his partner's recording. Morgan Fisher wrote almost all the tunes, conceived the project, and dominates most of the CD. He writes that he "perhaps" intended to "produce the minimum 'amount' of music" required to hold the listener's attention. The results are mostly static and even dull, with droning electronics rarely giving way to anything remotely stimulating. While the detailed liners discuss the way in which tape delays, "mathematically calculated loops," and "permutations" of notes were utilized, the listener is left with the sinking feeling that not much is happening. For those who recognize Coxhill for his audaciously original concepts, there is little here of which to grab hold. The most interesting moments probably take place on his vocalizing of the short "Pretty Little Girl," although there are many better examples of the saxophonist to be found elsewhere. The concept of risk-taking is that sometimes the risks fail, and sometimes they produce far-reaching results. Unfortunately, this is a case of the former.
1. Que en Paz Descanse

2. Flotsam

3. Vase

4. Jetsam

5. Matt Finish

6. Slow Music

7. Pretty Little Girl

	Lol  COXHILL
	French Gigs
	1991
	60:13
	free improvisation
label: AYAA (France)

Re-edition of 1983 LP (label A.A.A., London) + track #5 – 1991

Lol Coxhill [s s]; Fred Frith (см.) [g].

I probably heard Lol Coxhill, playing with Kevin Avers, before I heard Ornette Coleman, but each had a similar effect on me, being at once different, original and totally modern while seeming strangely familiar and making perfect sense. I suppose it's not surprising if you consider that, although Coleman is the prodigious composer/bandleader and Coxhill more the wandering minstrel, they share an innate understanding of the precedents to their respective journeys into the future. This CD is quintessential Coxhill, whether in poised abstraction or lovingly tearing apart standards, never for a moment sounding like anybody other than himself. It is indicative of how this gentle genius of the soprano saxophone can be taken for granted by his home crowd. The fact that he seems to be prepared to play almost anywhere with almost anybody reflects the breadth of Coxhill s musical vision and generosity, and the obvious delight he takes at making music in all its guises. This is only too apparent on this excellent re-issue. 

---- Alan Wilkinson, Resonance (UK)
1. Reims

2. Limoges 1

3. Poitiers

4. Limoges 2

5. Munchen/London

biography:

Between 1947 and 1949 the teenage Lol Coxhill organised club sessions comprising live contemporary jazz plus recordings of modern jazz musicians such as Charlie Parker, Dizzy Gillespie, Lennie Tristano, Miles Davis and Stan Kenton. From 1950 to 1951 he was 'temporarily inconvenienced by national service in the Royal Air Force' but for the rest of that decade he was a member of: Denzil Bailey's Afro-Cubists (Dizzy Gillespie, Machito compositions/ arrangements); the Graham Fleming Combo touring US air bases in England (Gerry Mulligan/Chet Baker compositions); and Sonny G and the G Men (R&B, standards). He also guested with established British contemporary jazz players, including Joe Harriott, Tubby Hayes, Oxford University Jazz Band as well as playing solo jazz and improvisations on the saxophone. 

Much of the early to mid 1960s was taken up with touring and accompanying/supporting visiting US artists such as Rufus Thomas (with the television and video release of Walking the dog), Martha & the Vandellas, Screamin' Jay Hawkins and Mose Allison, and to some extent this continued into the 70s with tours by Otis Spann, Champion Jack Dupree, Lowell Fulson and Alexis Korner. However, between 1968 and 1972 Coxhill formed 'Delivery' with Steve Miller, Jack Monck, Pip Pyle and Phil Miller, was a member of the 'Whole World' with Kevin Ayers, David Bedford, Mike Oldfield and numerous drummers, as well as performing in the Coxhill/Bedford duo and the Coxhill/Steve Miller duo. 

The twelve years from 1973 saw Lol Coxhill become more well known as an improvising musician and solo player, with appearances thoughout Great Britain, Europe, the US, Japan and Canada. At the same time he undertook numerous collaborations with improvisors (as a member of Company), jazz musicians (as a member of the Brotherhood of Breath), rock and blues musicians (The Damned), as well as appearing with experimental theatre groups such as Welfare State. Other collaborations included Trevor Watts 'Moire Music', The Spontaneous Music Ensemble, and AMM. The Recedents (with Roger Turner and Mike Cooper) was formed in this period to perform electro-acoustic improvisations and has been a long-standing interest along with the Melody Four (with Steve Beresford and Tony Coe) - performing original and standard songs, film music, theatre music, jazz and improvisations - a duo with Pat Thomas, a duo with Adam Bohman (both electo-acoustic improvisations though of a rather different hue) and membership of the Dedication Orchestra. 

Lol Coxhill has also worked occasionally in television and films with a part in Sally Potter's London story, Ken Campbell and Nigel Evans' The madness museum and Derek Jarman's Caravaggio. 

	Davell  CRAWFORD
	The B-3 And Me
	1998
	64:26
	label: Rounder Records (Bullseye Blues & Jazz series)

Davell Crawford [Hammond B-3 organ]; Clarence Johnson III [t s]; Shannon Powell [d]; with: June Yamagishi [g on #5]; Germaine Bazzle [v on #6]; Henry Butler [p on #9].

   Help yourself to this funky platter of jazz played on the Hammond B-3 organ by one of the most talented keyboardists in New Orleans today, supported by the bluesy, angular playing of tenor saxophonist Clarence Johnson III and the sublime grooves of drummer Shannon Powell. 

   The Hammond B-3 came to musical prominence under the aegis of the great Jimmy Smith. lt was nurtured by the likes of Jack McDuff, Jimmy McGriff and Charles Earland, to name a few. Most of the afore​mentioned are up in age, and in recent years there has been limited exposure of this great instrument, save for recordings by Joey de Francesco and Barbara Dennerlein [см.]. Have no fear, though, for the B-3 is alive and well in the hands of a very talented young man from the Crescent City named Davell Crawford. Audiences throughout Europe and South America have already been impressed with his prowess, and, with this outstanding effort, the American jazz world will sit up and take notice as well.

I first heard Davell Crawford about seven years ago when I was asked to emcee his debut presentation at a local restau​rant, and since then this young man has evolved into one of the most versatile entertainers in the city. Davell is captivat​ing. he can move easily from the 88s of a fine-tuned Sleinway to the bass pedals and keys of the Hammond B-3. This is his first B-3 album, and to quote co-producer Scott Billington, ‘’it’s a solid groove from start to finish. Davell knows how to play the whole instrument – the pedals, the draw-bars and the keys – and he makes it sing.’’

This disc contains a cross-section of styles which showcase the talents of all the participants in the ses​sions. The opening cut, "Ooh Wee Sugar’', was com​posed by Davell's grandfather, the legendary James 'Sugarboy' Crawford, a pioneer of the New Orleans R&B scene in the 1950s. lt sets the level of performance for the entire disc. [...]

Throughout the disc, it’s the groove which is the dominant spirit, and which transcends every song: ballad or blues, swing or funk. Davell manifests command of B-3 by using hands and feet to get the maximum response from the instrument. These sessions capture the spontaneous interaction between the participants, with Clarence and Shannon playing off Davell’s direction with outstanding results. No written charts were used, and the creative juices flowed.

	Papa John  CREACH
	Papa John Creach
	
	39:09
	funk

label: One Way Records, 1997

Papa John Creach [violin, v]; Carlos Santana [g]; Gregg Rolie [organ]; Jerry Garcia [g]; Greg Adams [tp]; Jack Bonus [s]; John Cipollina [g]; Joey Covington [d, congas]; Mic Gillette [trb]; Mike Lipskin [organ]; Peter Sears [b]; Stan Monteiro [cl]; Jack Casady [b]; Jorma Kaukonen [g]; Art Hillery [p]; Tony Smith [d]; a. o.

	Papa John  CREACH
	Filthy!
	1972
	
	LP          funk

Papa John Creach [violin, voc]; Big Joe Turner [voc]; Harmonica Fats [harmonica];  ZULU: Carl Byrd [d]; Kevin Moore [g]; John Parker [k]; Sam Williams [b]; Holden “Hoagy” Raphael [perc, Jew’s harp]; with horn section and backs.

	Papa John  CREACH
	Playing My Fiddle For You
	1974
	
	LP   состав как выше

	Papa John  CREACH
	Rock Father
	1976
	34:59
	label: Buddah Rec. / One Way Records, 1997

Papa John Creach [violin, v]; John Lewis Parker [p, organ, clavinet, Arp Odissey, v]; Kevin Moore [el&ac g, v]; Holden Raphael [congas, perc, harp, v]; Brian Tilford [b, v]; Mark Leon [d, v].

	CREATIVE WORKS ORCHESTRA
	Willisau And More
	1993
	71:23
	label: Creative Works Records (Lucerne, Swiss)

John Zorn (см. в ‘Alternative’) [a s]; Lindsay Cooper (см. в ‘Alternative’) [bassoon]; Franz Koglmann (cм.) [fl h]; Alfred 23 Harth (см. GOEBBELS / HARTH; VLADIMIR ESTRAGON) [t s]; Werner Ludi (см.) [a s]; Burhan Ocal (см. с: W. LUDI) [perc]; Wolfgang Pusching [a s]; John Wolf Brennan (см.) [conductor, p, perc, Martin Spuhler’s klangflugel]; Klaus Koch [double bass]; Marco Kapelli [d]; a.o.

Live recordings from Willisau Jazz Festival, Montreux Jazz Festival, live at the Kleintheater Lucerne, +

Monster stories from the inter-cosmos or:

what keeps the rebel going?

Pulsating. Hard. Soft. Booze — boozer — boozed, wonderful music. Creative music. Who should worry about the 7th year? Blast it! Nobody?! Actually, it is 7 years since Marion Brown's "Recollections" set a stone rolling. Creative works. Inquisitiveness and games. Desire and work. Play fully tinkering and full of urge for action — dancing and perspiring. Collection and recollection. Stone on stone. Seven years, in which Mike Wider with his instinctive feeling for ideas and almost inexhaustible energy set further stones rolling with "three souls". Highly varied, big, rather small, heavy and angular, huge, tiny and fine stones. Ladling, creating, creative, glittering collection of rumbling, skipping, leisurely rolling and speedy stumbling rocks were born -- the microcosmos of an avalanche. Grudgingly, striking loudly and crashing wildly. The delicate gravel tones always blending with the untamed noise of the wind. Pushing here and there, jumping over each other. Surprising changes of direction. Playful, capricious but nevertheless in a similar direction. As if it were drawn by invisible threads. With the incentive of an extraordinary energy — where should it run! Animated by one of so many ideas. Creative ideas. Conjuring impetuously, seeking, demanding decidedly a cosmos reveals itself. Inter-spaces. Dividing spaces. Aisles. Connection. The begin​ning as uncertain as the end. Filled with spacious sound sculptures. Intense noise environments. Tempting songs. Cool constructions and pulsating tone cascades. Irritations. Iritations. Acoustic, electronic, handmade. Spartanic fullness, abun​dance in simple form: bursting "Atom-Sex", a violent shout for "Tira, Tira," an odd, despairing breakfast on Lake Lucerne. A tender storm and a gentle rose holo​gram. Lyrical songs, scratching sonority. The Beauty of Fractals. Inexhaustible diversity. At last, a compilation after seven years — more than that. Collection and recollec​tion. Reminiscent photo of the family gathering in Willisau -- creative works family:

“They make music light, mean songs. 

Dance, you Monster, to my soft song!”

And the monster begins to dance. A wild round dance in coloured splendour. Humming beehive legato. Eruption. The bassoon cuts a percussive pattern. Voices criss-crossing. Music which begins to steam after heavy blows. Giddy, powerful steps, ham​mered strength, a dashing tremble that begins to disintegrate in ecstasy. The chains of traditional jazz rhetoric burst apart. An oriental wagtail dance on the Turkish darbuka, to the mysterious murmuring of rhaeto-romanic stories. Nocturnal tales full of sweetness and weightlessness. The frantic dance of shadows. Illuminations and perfumed moments. Passion and tenderness. Recollection: of an evening in late summer 1990. Where the virtual family left the common catalogue for a moment in time and became a four-part choir. Dedications / DADA-cations. To the friendly monster of Paul Klee. As to the mutual label. Vehemence and precision. Grinding sheets of sounds. Mocking voices shouting with joy, detaching themselves with biting charm from the collective choir. It happened, when the label celebrated its fifth birthday. Counteracting forces in a violent torrent are united in a dancing monster story. Under the direction of Irish composer and pianist John Wolf Brennan, blazing energies begin to glow. Lyric becomes sound. Sound becomes a penetrating intoxication in a multiple labyrinth reality. Monster, turn around, the monster turns itself around, in a staggering vertigo, in a happy waltz time. Tutti: the intoxicated resonance spreads itself out in waves. Disquietening blasts, strong string rustling. In a minimal reduction, it con​tracts itself again. New spaces appear. Suddenly, forbidden doors open out to let in the view: collec​tion & recollection.

Sounds die away

But gently

The growling of beast pierces

through the night.

1. Dance, you Monster, to my soft song! (Brennan) 22:44 

2. Grand Bazar (Ludi/Oecal)    4:32

3. Tira, Tira (Scharli)          3:49

4. Be flat/live (Brennan)         7:47

5. Breakfast am Vierwaldstattersee (Koch)   4:13

6. Goodnight — dedicated to Seamus Heaney (Koglmann) 3:00

7. La Malaura (Curschellas/Brennan)           5:09

8. Fragments of a Hologram Rose (Ludi/Oecal) 3:47

9. Lied des 20. Novembers (Koltermann)                 2:44

10. Atom-Sex-Kino (Harth/Zorn) 7:07

11. Xednindex (Brennan)        2:43

12. T.N.T. (Twelfth Night Tango) (Brennan) 3:44

	Marilyn CRISPELL
	Live In Berlin
	1984 
	46:23
	Marilyn CRISPELL -- см. тж. с: Anthony BRAXTON; Greetje BIJMA; The Reggie WORKMAN Ensemble; Larry  OCHS;
label: Black Saint

M.C. [p]; Billy Bang (см) [vln]; Peter Kowald (см) [b]; John Betsch [d].

ABC .......................................23’21’’

Chant .......................................6’53’’

Burundi ................................16’07’’

Marilyn Crispell was born in Philadelphia in 1947 and later studied classical piano and composition at the New England Conservatory in Boston. She began to play jazz in the mid-70s, inspired by the music of John Coltrane and Cecil Taylor, and went on to both study and teach at the Creative Music Studio in Woodstock. In 1978 she toured Europe with Anthony Braxton's Creative Music Orchestra and in 1983 became a regular member of his quartet, later recording the Duets Vancouver 1989 CD with him. She is also a member of the Reggie Workman Ensemble and leads her own groups as well as performing solo and with a variety of artists, among them Tim Berne, Peter Brotzmann, Andrew Cyrille, Anthony Davis, Paul Motian, Pauline Oliveros and Irene Schweizer. Already hailed as one of the major figures in 90s improvised music, her recordings for Leo include Rhythms Hung In Undrawn Sky, And Your Ivory Voice Sings, Quartet Improvisations, Paris 1986 (these three IPs will be reissued as a two-CD set in 1993), Gaia, Live In Zurich. The Kitchen Concert and the recently-released two-CD Piano Duets (with Georg Graewe).

  From the beginning, from the first few bars of 'ABC' I was in another world, - a world of what Marilyn calls "dif​ferent layers with various events happen​ing at the same time" (in an interview with Roger Riggins from which I am go​ing to quote again later on). Marilyn says she grew up with baroque music. No doubt, she's gone a long road since grow​ing up, but there still are traces of Bach in this piece. She chills it "pointilistic coun​terpoint". It's a counterpoint of moods -"like if you are walking down the street and you hear three different people prac​ticing, the sound is coming from three different apartments, and every sound has the concentration and intensity and completeness of that one person walking - yet there is an awareness of the three sounds together which is heard by the person walking down the street..." "Eve​rybody who is playing in the different apartments is also you. You are the per​son playing down the streets and you are also the person in the practice room. That's why there is continuity. You are binding everything together." The high point in 'АВC' is Marilyn own solo - First unaccompanied, then sent off to wild flights by John Betsch about whom you can say the best one can say about a drummer: He is an ensemble player. That's why musicians like Archie Shepp, Dollar Brand, Max Roach, Mal Waldron and even singers as different as Jeanne Lee, Tim Hardin and bluesman John Lee Hooker have used him. Marilyn: "Strong continuous rhythms are becoming more and more important to me as a basis for playing against." The piece has another highlight, too -the violin/bass duo of Billy Bang and Peter Kowald. Sometimes, they sound like a single huge 8-string instrument with a range from bottom to top played by one superhuman "bass-violinist" (in the most literal sense of this word). Bang has performed with many of the new black musicians, including Don Cherry, Sam Rivers and Ornette Coleman. Since the late sixties he has been leading his own group - the Survival Ensemble -and since the late seventies he is co-lead​ing a group with cornetist Butch Morris. And Peter Kowald is from Germany, the one European country whose jazz play​ers, stronger than possibly anywhere else, are excelling in the liberating and revolutionizing aspect of free playing. He has been on the scene since the early sixties - playing with Peter Brotzmann, the Carla Bley/Michael Mantler group, the Globe Unity Orchestra, the London Jazz Composer's Orchestra, co-leading his own group with trumpeter Leo Smith, organizing festivals in Wuppertal, Germany, and teaching at Karl Berger's Creative Music Center in Woodstock, N.Y. The "practice room concept" was de​veloped independently by Marilyn and Anthony Braxton. Marilyn: "We seem to be on the same psychic wave length." Since 1978, Marilyn has been a member of ensembles lead by Braxton. She has toured Europe with him many times and has recorded with him. The "AB" in the title, of course, encodes Anthony Brax​ton, but Crispell adds her own big "C". Marilyn: "I'll always be very grateful to Braxton for bringing me onto the scene and helping to give me the chance to de​velop as a creative musician." Mean​while, of course, Marilyn has played with other excellent musicians, too - with Roscoe Mitchell, Oliver Lake, George Lewis, Leo Smith and others. And she does her own European tours.

While 'AВС' is about Marilyn's roots from Bach to Braxton, ‘Chant’ is on her future. The piece is a free jubilant ballad reminding me of the track "Love" on Marilyn's solo record (on the LEO la​bel in London). That's what "Chant" seems to chant about: a positive and strengthening love experience.

Wherever you follow Marilyn - from the practice room to the love experience, from Baltimore, Billie Holidays city, where she was born, to Berlin's Total Music Festival where this music was re​corded, you'll know she knows music. Music - period. Not only Bach, but also Debussy and contemporary "classical" music (a few years ago, she performed John Cage's "Piece For Six Pianos" for a National Public Radio Broadcast). She knows American popular music, she knows how to play ballads, she can play time - both in 4/4 and in 3/4 - and she swings - and she can really waltz! For years, she has played for dancers - that's how she First made her living - as an ac​companist in a dance schoool. It's all in her music - Bach and Debussy and Cage and Braxton and ballads and standards and dancers. It's there (as she would say) "simultaneously" - a holistic cosmos оf music in which nothing is separate from anything and in which everything parte-cipates with everything. The partecipa-tion and the non-separation, of course, is not only a musical, hut also a spiritual ex​perience. Most free music critics are still so hung up on the social and political im​plications of the music that they are not able to realize what each player of this music- and what especially Marilyn and her players - feel with overwhelming ur​gency: the all-is-one-experience which is orgiastic and ritualistic and spiritual and religious - and, again, all this "simulta​neously" in different "layers". It can't be a coincidence that it was "spiritual" music, namely John Coltrane's "Love Supreme" which, as Marilyn says, "changed my musical life", moving her from contemporary "classical" music to jazz - and to Cecil Taylor and to Braxton and to her own musical cosmos. 

‘Burundi’ starts with a violin solo by Billy Bang who perhaps is the one player who (for instance on his solo re​cord on hat Hut) has explored the possi​bilities of unaccompanied free violin playing more daring and adventurosly than anyone else. At some points, his violin sounds like a synthesizer, at others it's a drum; it's a piccolo flute and a gui​tar and many other things, but it always is Billy Bang. He is the instrument, and just as his bow is playing the violin, so the violin plays him. 

In her piano solo (still in ‘Burundi’) Marilyn feels traces of Afri​can balafon music. You think of Cecil Taylor if you hear this kind of playing. And yet, Marilyn is always beyond Cecil and, at the same time, this side of him. What is this something which makes her so different? Is it her feminity? Her warmth (Cecil is "hot")? The love in her playing? Seeing Marilyn play,  you ask yourself, where in the world does a per​son as tender and as fragile as Marilyn get that much strenght and power and energy? The piece ends in a collective of what Marilyn calls "controlled chaos" be​cause, as she says, this is the way "I see the universe." It's like searching for the "primal sound": the arch sound of the universe. Marilyn: "Music to me is a spi​ritual expression and has a healing and transcending power."

	Marilyn CRISPELL
	Live in Zurich
	1989
	52:10
	label: Leo

Marilyn Crispell [p, v] with Paul Motian [d] and Reggie Workman [b].

1. AREAS / SOLSTICE - 21'59 

2. NIGHT LIGHT BEACH II – 10’06 

3. DUETS / POINT IN TIME - 13'39 

4. DEAR LORD - 6'20

In an article which she wrote for New Observations magazine (No. 65. March 1989), Marilyn Crispell defines her notion of art as "an on-going creative process... a revolution​ary form, a changing expression (mirror of) changing times; an energy which challenges us and enables us to break boundaries of awareness (like the music of Coltrane, Cecil Taylor, Sun Ra)".

These ideals have informed her music, and her life, for nearly 15 years, despite periods of severe poverty and such discouragements as seeing her music (and all atonal music) dismissed by her local newspaper as having an "aimless, psychotic quality"? The crux, as she suggests in New Observations, is that "in Western society more value is placed on product than on process ... artists (are) forced to become merchants in order to survive. But another way, another possibility, might be to work from 'underground pockets of light'." (The quote comes from Louis Malle's film, My Dinner With Andre.)

That choice has seen her through some hard times and by the close of the 1980s her pocket of light was glowing brightly. In recent years she has worked with Andrew Cyrille, Anthony Davis, Leroy Jenkins, Pauline Oliveros, Leo Smith and many others; she is a regular member of both the Anthony Braxton Quartet and the Reggie Workman Ensemble; and she has released several records of her own music, culminating in 1988's Gaia (also on Leo) and 1989's Labyrinths, both voted among their respective year's top ten albums by Wire magazine, which also nominated Gaia as one of the outstanding records of the decade.

Whether such critical accolades will help to pay next winter's fuel bills remains to be seen, but those recordings and performances have certainly helped to secure Crispell's standing as the most dynamic piano improviser to have appeared in the last 15 years. This new Live In Zurich CD confirms that, as we head into the 1990s, her pocket of light has become a beacon of creativity.

MARILYN CRISPELL was a relative latecomer to creative music. Born in Philadelphia in 1947, she grew up in Baltimore, studied piano and composition at the New England Conservatory in Boston, then abandoned music for six years before a brief spell singing blues in a folk-rock band. It was only later, after hearing the music of John Coltrane and Cecil Taylor for the first time had broken her "boundaries of awareness", that she realised her destiny. "Something in the music -- its feeling, its energy -- caught me: I became incredibly moved," she says of A Love Supreme. "I told myself, I have to learn to play this music. I loved it so much."

Coltrane remains her spiritual inspiration, but it is Cecil Taylor whom Crispell cites as her "aesthetic role model". Although she had already formed her improvisational concept before she was aware of Taylor's music, it wasn't until she heard him that she found the confidence to actually go out and play it. "Then it was -- YES, YES, YES. I can do that. Like a door opening." She is one of the few pianists to match Taylor's speed and intensity and (in her words) to "use a similar tonality", but she acknowledges other influences too, chiefly Thelonious Monk and Anthony Braxton (for refining her use of space) and African music (for its subtle rhythmic power). From these inputs she has fashioned a distinctly individual voice -- a music she characterises as "counterpoint, pointillism, energy", which fizzes with rhythms that interlace, bounce off each other, dance ecstatically across the space. There's a terse, tender lyricism that shines through too (listen to "Night Light Beach II" here), but Crispell doesn't hesitate to name energy as the "primary aspect" of her music.

"I always work with small compositional elements, out of which things develop, carried along by the energy. Spontaneous composition. When you're really hooked into the music, you can reach another level of energy that goes beyond the mechanics of it; a feeling of going higher, to a non-mundane state."

This talk of energy should not be confused with the energy music of the 1960s: Crispell is not into chaos and insists "clarity of structure" as well as spontaneity is a major factor in her music. "All my pieces have motifs and structures, some written, others organised around types of things to be played (ie. a section of fast 4 time, a slow free ballad section, a collective improvisation, whatever)." Besides, "I think that the most energy exists in silence." she adds with an inscrutable smile. "Silence is so pure and full of energy."

LIVE IN ZURICH is Marilyn Crispell's second trio recording, successor to the highly-acclaimed Gaia, and comprises the second of three concerts which the group gave last Spring at Switzerland's Taktlos Festival. This festival marked the trio's debut, although Crispell had played previously with each of her rhythm partners. Reggie Workman has been a frequent associate of hers latterly; he plays on Gaia, and she is the pianist in his group, the Reggie Workman Ensemble, which recorded the 1986 Synthesis LP for Leo Records. Workman is among the most respected and accomplished of contemporary bassists, with a distinguished pedigree that includes spells with John Coltrane, Art Blakey, Thelonious Monk and Max Roach, and recording credits with a host of names -- from the New York Art Quartet, Wayne Shorter and Lee Morgan in the 1960s through to David Murray, Steve Lacy and the ground-breaking Black Swan Quartet in the 1980s. "He's a master bass player," says Crispell, "incredibly sensitive, strong, passionate, imaginative-always plays the right thing and often surprises me with what it is." His beautiful solo, which opens "Night Light Beach II", is a model of melodic and rhythmic invention.

Paul Motian is another player with impeccable credentials. He first came to the fore in the early 1960s with the Bill Evans Trio, followed by stints with Paul Bley, Keith Jarrett, Charlie Haden's Liberation Music Orchestra and the Jazz Composers' Orchestra Associa​tion ; since 1977 he has been leading his own groups, most notably the singular trio with Bill Frisell and Joe Lovano with which he visited London in 1988. Crispell had played with him once before several years ago, was "very impressed with his sensitivity and power" and thought this an ideal chance to renew their acquaintance. Their scintillating free exchanges on "Duets" suggests the reunion was a lot of fun for the both of them.

Of the remaining tracks, "Solstice" and "Night Light Beach II" are parts of a programme that was commissioned by Roulette and the Mary Flagler Cary Charitable Trust for performance at New York's Kitchen in February 1989. (That programme, featuring another Crispell trio with Mark Dresser and Gerry Hemingway, will be released by Leo Records later in 1990.) The first section of "Solstice" was omitted in the Zurich concert because, Crispell explains, "I just wanted the time feeling to emerge suddenly from a very intense improvisation" -- which "Areas" certainly is. "Night Light Beach II" she describes as "a ballad based on a scene at a beach at night in the summer under a starry sky with a satellite moving across the sky". Her titles are rarely that specific; her wry account of "Point In Time" as "just one of those nice cosmic abstract titles for a pointillistic kind of piece" is more typically diffident. Coltrane's "Dear Lord", which she first discovered when Joseph Jarman brought it along to a rehearsal of the Reggie Workman Ensemble, has become one of her favourite tunes and is now a staple of her solo repertoire too. (You can hear her solo version in a San Francisco concert recording due for imminent release by the Music And Arts Programs Of America label.)

I should also mention that Live In Zurich marks the recording debut of Crispell the vocalist. The haunting, chant-like singing with which she opens "Areas" is something she's been doing more and more in concert, although she confesses that she's "been (and still am) very shy to put it out on a recording since it's in such a raw state. But anyway -- it sets up a special feeling for the rest of music to grow out of. It's a ritual, a beginning."

It's also a new facet of an artist whose music is all about challenge and change. As she wrote in New Observations: "The whole message of the universe is change and impermanence, birth and death, the only constant being the existence of energy itself as it goes through its changing forms." I daresay Einstein would have agreed; though I suspect that, had he heard Marilyn Crispell play, he might have amended his famous equation to read MC = E2.

GRAHAM LOCK, London, January 1990

Graham Lock's book Forces in Motion: Anthony Braxton and the Meta-reality of Creative Music is published in the UK by Quartet Books and in the USA by Da Capo Press.

	Marilyn CRISPELL
	Live in San Francisco
	1990
	70:05
	label: Music & Arts (Berkeley, CA, USA)

Marilyn Crispell -- solo piano:

1. Penumbra (Crispeil) 12:02

2. Zipporah (Crispeil) 5:52

3. When I Fall In Love (Thelonious Monk) 6:41

4. Ruby My Dear (Thelonious Monk) 6:39

5. Misconception (Crispeil) 8:28

6. Tromos (Crispell) 5:43

7. Dear Lord (John Coltrane) 6:19

8. Encore 1:30

+ samples of two other Music & Arts CDs in which Marilyn Crispeil appears as a performer:

9. Composition 136 (Anthony Braxton) 10:10

Anthony Braxton (см.), flute and saxes; Crispell, piano; rec. 30 June 1989 at the Vancouver Jazz Festival.

10. Wha's Nine? (Reggie Workman) 5:30
Jeanne Lee, vocal; Crispell, piano; Michelle Navazio, guitar; Don Byron (см.), clari​nets; Gerry Hemingway (см.), percussion; Reggie Workman, bass; rec. 8 July 1989 at The Knitting Factory, New York City.

"To be art," declares Marilyn Crispell "an event must cause a change in consciousness."

Perhaps more important to her are the spiritual connotations of energy.

She speaks from ex​perience. Fifteen years ago, alone one evening in a house on Cape Cod, she placed John Coltrane's A Love Su​preme on the turntable and found her life transformed.

"I don't know what happened that night. Something in the music— its feeling, its energy — caught me: I became incredibly moved. I was 28 years old and I said to myself, I have to learn to play this music. I loved it so much. "

That love has remained a driving force, fu​elling her music through years of poverty and struggle. She likes to cite Cecil Taylor's remark that "great artists, rather than just getting involved with discipline, get to under​stand love and allow the love to take shape" as the ideal to which she aspires in her music. On this CD I think you can hear her achieve and celebrate that goal; Live In San Francisco is a dazzling array of the forms love can take in the hands of a woman who is now, without doubt, one of America's great artists.

A diminutive figure, softly-spoken, modest to the point of self-effacement, Marilyn Crispell's route to creative music was unusually circuitous. [...]

Now in the full flower of her singular talent, Crispell is the first to acknowledge the mu​sicians who have influenced her. And if John Coltrane remains her chief spiritual inspiration, it is Cecil Taylor who has been her aesthetic role model.

"I feel as if I'm on a very similar wavelength to Cecil in terms of musical aesthetics and although I came independently to that sensi​bility—back in Boston, before I'd ever heard of him, I improvised much like I do today— it wasn't until I heard Cecil that I realised it was OK to play that music. Then it was— YES, YES, YES, I can do that. Like a door opening. "

Asked to name the main similarities be​tween her music and Taylor's, many people would probably point to their phenomenal techniques; the sheer speed, intensity and physicality of their playing. Crispell herself refers to tonality.

"We use a similar tonality. Some people would call it atonal, but I don't believe there's such a thing as atonality. Everything's re​lated. If you analyse it, everything's related to a certain tonal centre. "

But if Taylor's example gave Crispell the confidence to perform, she has since developed her own voice to the point where the differences between their musics are as significant as the links.

"I think the differences are more to do with who we are as people, our music as expres​sions of ourselves, " she reflects. "I've been trying to simplify, to develop simple ideas, simple rhythms. I feel there's also a lot of Monk in my music, a kind of speeded-up Monk; a lot of African rhythms too. And Braxton's been a big influence—I've gained a certain concept of space from him, using space and silence as much as sound, and using different textures. Playing with An​thony has been a valuable education for me. "

Braxton has returned the compliment, say​ing of Crispell, "she has the kind of facility that's really awesome "; Taylor too is a keen admirer and recently hailed her music as spearheading "a new lyricism", an epithet she accepts with a degree of reservation.

"It's an aspect of my work, but I don't think of it as a primary aspect," she says; though she does agree that her music is "breathing more " these days and admits to a new-found liking for ballads. "So maybe I am getting more lyrical in my old age, " she laughs. Of her music, Crispell names energy, counter​point and pointillism. Counterpoint ("the layering of rhythms, different lines coincid​ing, a collage effect") and pointillism ("the juxtaposition of parts, things colliding and bouncing off each other") are certainly vital components of her music, even in a solo context: "I love to play against rhythms, to play strong rhythms of my own against a strong rhythm. Even when I am playing solo I hear rhythms happening as if I'm playing to a silent rhythm partner."  Yet it is energy which is possibly the key element of her music, both methodologically and philosophically.

"I think of energy as carrying itself forward, " she explains, "being directed but not de​cided. I almost always work with small corn positional elements, out of which things develop, carried along by the energy. Spon​taneous composition."

Perhaps more important to her are the spiritual connotations of energy.

"When you 're really hooked into the mu​sic, you can reach another level of energy that goes beyond the mechanics of it; a feeling of going higher, to a non-mundane state. I think it comes from getting in touch with your own energy or with the primal en​ergy of the universe."

Or, as she wrote in New Observations magazine last year: "The whole message of the universe is change and impermanence, birth and death, the only constant being the existence of energy itself as it goes through its changing forms."

These changing forms are given spectacu​lar voice on Live In San Francisco: in the dramatic leaps and poundings of "Penum​bra", the deftly-balanced affection of "Zipporah", the fearsome turbulence of "Mis​conception", the distracted raptures of "Tromos". Crispell reports that "I choose titles after the pieces are done, usually, and it's a matter of feeling and intuition—there's not a connection that can often be put into words"; however, she adds that "Zipporah" means "little bird" in Hebrew and is also the Hebrew name of the friend to whom it's dedicated, while "Tromos " is a Greek word for "trembling" which she first encountered in the context of a poem where it referred to a person "trembling with desire".

I think "Zipporah "and 'Tromos " in particular reflect her new appreciation of ballads, of space and silence: the music breathes in precisely the way she hopes for; that is, with "a sense of re​laxation, but no loss of power". The same description applies just as aptly to her treatments of the standards here: "When I Fall In Love" is given a gently rumi​native intro that lends substance to her later ringing declaration of the theme; while on a mar​vellous "Ruby, My Dear" she teases out the humour implicit in Monk's sense of time before, again, sounding the tune with palpable delight

"I love the melody, harmony and sentiment of 'When I Fall In Love' and the melody and gen​eral ambience of 'Ruby, My Dear' Monk's music inspires me to improvise because it leaves a lot of space, it's angu​lar, offbeat, whimsical, uses ex​tended tonalities, etc. In gen​eral, when I play tunes I like to sneak them in, or improvise a piece around facets of the tune (melodic, general feeling, rhythmic, harmonic) and then state the tune at the end. "

 On "Dear Lord", the prayer-like climax of the concert, she adopts a different tack. It is, she says, played "fairly straight", though with "a little improvising over the chords in the middle". Such an offhand description perhaps underlines Crispell's belief that the power and mystery of music are ineffable: but, although techni​cally she may play the tune "fairly straight", to me this version of "Dear Lord" is an astonishing outpouring of love, incandescently intense yet shaped with a brilliant, crystalline delicacy in which each fleeting note rings clear and true. I can think of no other player who has invoked Coltrane's spirit with such tenderness or such passion; you can believe her apotheosis of music as "oracle... magic... com-munication ".

The brief "Encore" ends the concert on a high note (literally!) to complete a remarkable display of creative pianism. What is also remarkable is that the concert took place only a few days after the earthquake that devastated parts of San Francisco. "Things seemed fairly surreal and quiet—people were still very shaken up," Crispell recalls, confid​ing a feeling of gratitude to her audience: "It felt very special that people actually came out to hear this concert."

Live In San Francisco confirms that the music she gave them in return was no less special: listen to her conjure up a maelstrom of healing energies as, for one bewitching hour, she allows the love to take shape.

	Marilyn CRISPELL
	Marilyn  CRISPELL & George  GRAEWE:

“Piano Duets (tuned and detuned pianos)”
	1992 
	57:01 57:14
	minimalism + improvisation

label: Leo

2 CD.     

All compositions and performing by Crispell and Graewe.

  Pianos on both recordings: IBACH/Schwelm. Diagonal tuning was developed by Thomas Henke, a piano technician who has been collaborating with the IBACH piano factory in Schwelm/Germany. Both pianos are tuned a quarter-tone apart in their middle registers, while the lower and upper registers are stretched flat,  respectively sharp, gradually within the range of a minor second. CD I — tuned pianos; CD II — detuned pianos.

Disc I (tuned): 

            Roode Lion

            Reves d’Assadour

            Twin Dragons

            Squares, Domes & Cones

            Fervent Void

Disc II (detuned): 

             If She Be a Wall

             Grey Chair & Parrots

             Denis d’Or

             Untitled Swirl

             Interior A

             Fringe

             Stairway to Nowhere

             Interior B

	Marilyn CRISPELL
	Marilyn CRISPELL with: Mark FELDMAN, Hank ROBERTS, Gerry HEMINGWAY: «Santuerio»
	1993
	68:49
	label: Leo

Marilyn CRISPELL [p]; Mark FELDMAN [vln]; Hank ROBERTS [cello]; Gerry HEMINGWAY [d].

Sizzle: Piano improviser Crispell has been acclaimed as the foremost woman soloist in today’s jazz. Coda magazine praised «the sheer range of her playing, a thrilling amalgam of technique and emotion»; down beat noted her kinship «to Cecil Taylor as well as two of the influences at work behind Taylor – Bela Bartok and Oliver Messiaen»; Option magazine raved over a 1987 live recording, calling her «one of the greatest modern pianists alive»; and England’s Wire magazine urged its readers to grab her album ‘Labyrinths’: «Because people don’t want to be confronted with the passion and energy of this music, because they prefer their music sanitised, familiar bland, there will never be a large audience for it. Because they just want passive enjoyment, Marilyn Crispell will never make a great living. So encourage an artist; don’t pass a copy of this album by.»

	Marilyn CRISPELL
	Marilyn CRISPELL Trio with Reggie WORKMAN & Gerry HEMINGWAY on Tour (1992)
	1993
	70:40
	label: Music & Arts

The commonly held view of jazz piano playing, as it evolved over the first half of this century, is of two parallel but seldom overlapping lines of development. One grew out of the stride school of playing, based on dazz​ling rhythmic ingenuity, with energetic leaps of register and a percussive approach to the keyboard. James P. Johnson, Duke Ellington, and Thelonious Monk are usually cited as this style's primary practitioners. The other, attracted to the hornlike melodic innovations of Earl Hines in the 1920s, is more concerned with harmony and a smooth, legato flow, articulated in the playing of Art Tatum, Teddy Wilson, and Oscar Peterson. While the mainstream attitudes of both styles continue to hold sway today, a wealth of advanced, frequently non-jazz insti​gated, concepts have been absorbed into the music since the bebop revolu​tion (Bud Powell being a figure who straddles such lines of demarcation). If it's possible to extend these lines into this half of the century, their most influential representatives might be, respectively, Cecil Taylor and Bill Evans.

What such an overview fails to take into account is the sense of the individual, the specific ways in which those musicians most worthy of note combine influences from a variety of sources into personal solutions to the intimidating questions of creativity and identity. Often, the most interesting will be those least identified with a single ongoing tradition. Marilyn Crispell, in this case, is one such unique indi​vidual. It's rather glib and misleading to categorize her—as has often been done—strictly within the tradition of pianism that has found a contempo​rary focal point in Cecil Taylor. Though she readily acknowledges a debt to Cecil, her music emanates from a wider pool of inspiration.

It's easy to be blinded by the sheer intensity of Cecil Taylor's music, and miss many of the intricate details within his conception. Marilyn, as one of the most powerful pianists of her generation, may seem to be working within a similar ideology, but really isn't. Taylor's conception, which has expanded but basically remained the same from the 1950s when he was stretching song form into elastic units of melodic development, is built upon motifs which are repeated, extended, varied, and recast into a cascade of phrase shapes which may not always be recognizable variants of his original material. The development of the mo​tifs determines the music's rhythmic thrust at any given time. It seems to me, however, that Crispell's music proceeds from its rhythmic instigation outward. Compare her relationship with bassist Reggie Workman and drummer Gerry Hemingway here with the manner in which Taylor coincides with the members of any of his particular trios, and you'll hear a prime differ​ence. Taylor's trios feed off of a juxta​position of rhythmic motivation; though frequently they seem to be playing mutually exclusive roles, it is precisely the complex interaction of self-deter​mined resources which distinguishes the music. Crispell builds her music in layers upon the foundation of the bass and drums. These are episodes in "Solstice" and "Mouvements Changeable" where the three find a groove, and ride it out. She has begun looking for these areas of rhythmic agreement with increasing frequency. "I've become more interested in playing over defined times, even a kind of 4/4 swing, though I want to find my own way of doing it," she told me.

Though most of jazz throughout its history has been created this way, as subtle alterations of a stated pulse (hence, swing), the increasing complecity of rhythm (whether the disappearance of a regular pulse or the simultaneity of multiple rhythms) has been a feature of the music since bebop. Many of these rhythmic considerations come from non-jazz sources. It's helpful to keep in mind that Crispell began her training with clas​sical music, and fortunately had enlightened teachers who did not force a strait-jacket of 18th and 19th century music 

upon her, but included modern music as well as improvisational exercises in her regimen. (Additional biographical information can be found in her previ​ous recording, Live in San Francisco, also on Music & Arts.) Her "Ode To Messiaen," from the 1983 Concert In Berlin (FMP), is a key ingredient to our understanding of her work. Messiaen's piano and organ music revels in rhyth​mic complexity, adapting irregular meters from Indian ragas and the "free" phrasing of birdsongs into his compo​sitions. Too, among Marilyn's early playing experiences was her serving as a rehearsal pianist for dancers, where the music's rhythmic thrust takes top priority.

What characterizes Crispell's sense of rhythm is not necessarily a continuity of movement, but colliding patterns of stress and emphasis which, combined with an avalanche of me​lodic ideas, creates the music's par​ticular exhilaration. When she says, "I'm looking for a 'new' sense of time," it reminds us that hers is a personal response to the urgency of spontane​ous composition. Aspects of this "new" time can be found in the music of Monk, another of her acknowledged influences, who was constantly frustrating the tyranny of time with his irregular accents and intuitive phrasing. (Is it a coincidence that I hear echoes of "Straight No Chaser" in the theme of "Solstice," or traces of "Evidence" in the reductivists melody of "Mouvements Changeable"?)

The tumultous energy that Crispell, Workman and Hemingway dis​play in "Angels" (not the Albert Ayler tune, though they're certainly aware of Ayler's anti-gravitational pull) or sec​tions of "Suite For Trio" is a defining factor in the trio's distinction (as is, equally, the delicate pointillism of "Commodore," or the ballad feel of "Rain"). The way they use energy to explore levels of emotion and expres​sion reflects the later music of John Coltrane, the third of Crispell's major influences. The saxophonist's transcen​dent energy was inspired by a devout spiritual quest (Crispell's first album was titled Spirit Music), and his push into areas of atonality and microtonality, un​connected with European strategies, offered musicians like Crispell alterna​tives to the structure and syntax of tra​ditional jazz.

Coltrane's adventurousness set the ground​work for what was called the "free jazz" move​ment. It's a state of mind and a style of playing that retains its attractiveness for Crispell, while at the same time she searches for more control over the nature of her improvising. The willingness to explore uncharted terri​tory is what especially endears Hemingway and Workman to her. When I asked what advantages these musicians bring to the group, she said, "Every group is different. I like Reggie's sound and sensibility, his openness to the music, to exploring the genre. Gerry and I know each other so well—we've played together so much, both in An​thony Braxton's group and out of it—our   lan​guage is similar. He challenges me and sur​prises me, puts me in a space where I don't know what I'm going to do."

Challenge. Surprise. Open​ness. Spirit. In​spiration. En​ergy. Individual​ity.  Sharing. These are words that may convey as​pects of the music's meaning, but can't replace the unspoken communication in experiencing it. Such music escapes categories and definitions, and seeks to sing directly, from person to person.

©1993 Art Lange               [...]

	Marilyn CRISPELL
	Cascades
	1995
	59:57
	label: Music & Arts

Marilyn Crispell [piano]; Barry Guy [b]; Gerry Hemingway [d, vibraphone, gamelan].

"Trust thyself: every heart vibrates to that iron string." 

— "Self Reliance," Ralph Waldo Emerson

Towelling himself and his sweat-soaked bass off after the summer afternoon session that produced Cascades, Barry Guy pointed his bow in the direction of Marilyn Crispell and Gerry Hemingway: "These two have such a thing," he said. "Incredibly exhilerating just to have a chance to slip in between that energy for a minute!" In between that energy — a precise way of formulating the slip​stream of communicative power that Crispell and Hemingway generate, the rip-tide of charged sound that Guy gets in between. Indeed, those oceanic metaphors are per​fectly fitting for music such as this; Barry draws out Marilyn's more wave-like, undu​lating side — they're both explicitly inter​ested in dance — and he capitalizes on Gerry's unique manner of expanding and contracting pulses like the tide. Both in the hours spent in the studio and in the live show at Vancouver's du Maurier International Jazz Festival that proceeded them, the intimacy and ease with which Hemingway, Crispell, and Guy interacted belied the fact that this was their first time working as a threesome.

To my ears, more than anything else this music is about creative energy placement. Listen to the way that Guy inserts bass parts, for instance. He doesn't linger or dawdle, riding out each shift in mood, density, and volume; instead, he searches for — and sometimes creates — opportunities in the music, little windows that open for only a nanosecond. Be it with an elephantine bass bonk or a lightning fast run into the upper register, Guy leaps headlong into these opportune moments, keeping all of the particles in motion, and yanking an atom-bomb's en​ergy through the eye of a needle. This means that the character of a section can shift instantly, sometimes jarringly; but it also accounts for the palpable tension, even in softer moments such as those on "Reso​nances," that permeates the record. Indeed, Guy's approach to this particular instrumen​tation was cultivated in a series of important trios with pianist Howard Riley. In 1967, on one of the very first records of European improvised music (and Barry's very first), they recorded Discussions (Opportunity) with drummer Jon Hiseman (this LP was made in a batch of 99 copies, to avoid a tax on any more than 100!). With drummer Alan Jackson, they recorded Angle and The Day Will Come (1968/1970, both CBS), and with per​cussion wizard Tony Oxley they made Flight (Turtle, 1971) and Synopsis (Incus, 1973). Finally, Riley and Guy made Facets with drum​mer John Stevens (Impetus, 1979).

The Crispell / Hemingway energy has been building for many years, as the heart of the Anthony Braxton Quartet, in various quintets, quartets, and other trios, and even on its own. The duo itself has been docu​mented on Marilyn Crispell & Gerry Heming​way Duo (Knitting Factory). Like Guy, the pair have often worked together in the same instrumental configuration as on Cascades, utilizing different bassists — Reggie Work​man is featured on Highlights from the Summer of 1992 American Tour (Music and Arts CD-758), Mark Dresser on The Kitchen Concert (Leo). But the trio with Guy is something different — those years with Riley have given him a very unorthodox sense of what this lineup can do. Likewise, decades of collabo​ration allow Crispell and Hemingway to con​nect at a very deep level, without the requi​site surface interaction of new encounters. It is indeed quite an energy to get in between, an energy born of confidence and trust, the knowledge that work is being done together, not at cross-purposes. If you're listening for obvious musical dialogue, this music will not satisfy. You've got to listen below that, to the fields of energy, the interaction of moving parts, the shifting centers of gravity.

Crispell's superb use of clusters and rhythmic intensity couples beautifully with Guy; both have a propensity to to develop a high line and simultaneously sound a thun​derous low explosion. As well, they both have a strong romantic streak that has sneaked out with increasing regularity as the years have progressed. In contrast with her cloudier chording, in places Crispell also proves her​self to be a lover of sharp sounds, as is evident on the bright "Shadow Play," where she hammers delicately on the highest strings inside the piano, creating an off-center, min​iature gamelan in tandem with Hemingway's shimmering metal percussion and Guy's whis​tling high harmonics. "Violet Sparks In Soft Air" has the brittle, vividness of its title; in contexts like this the bassist's complete con​trol is clear — he maintains a sense of gentility and grace while being forceful, at times even aggressive.

The giant title track, "Cascades," may best exemplify the trio's undulant, rolling energy. They periodically drop the volume without losing impact or tautness. And Marilyn's playing here is particularly inspired. She's expressed surprise that commentators haven't noted her blues allusions, but they're certainly there on this track; at one point later in the nearly half-hour long perfor​mance she really starts to barrelhouse, add​ing boogie triplets to the boisterous boys. Check out the outrageous, joy-of-noise duet, in which Barry and Gerry become a single drum / prepared-bass machine: squeaks of bow, oscillating things-in-strings, Gerry's knitting needles vibrating on rims, snapping, and buzzing sympathetically. Marilyn joins with quick cascades (hence...) of high notes, her fingers dancing merrily. Everything comes to a full stop (first of two), then comes a series of melodic piano statements that leads into the only section of genuine "piano trio" music on the disc — Crispell out front (left hand comping, right declaring the melody), the other two musicians supporting her. Elsewhere, the record is comprised entirely of democratic ensemble music, each player suggestive, persuasive, social, self-reliant.

It's that paradoxical mixture of self-reliance and synergetic mutuality that gives Cascades its character. Like all great group improvisation, it rests on and reveals the musicians that play it. It's music about them, about their personalities, about their bodies, above all, it is about their collective vibration of Emerson's individualist iron string. "There is a time in every man's education," con​cluded the New England lecturer in 1841, "when he arrives at the conviction that envy is ignorance; that imitation is suicide; that he must take himself for better, for worse, as is his portion." Cascades: an ample portion of Hemingway, Crispell, and Guy.

— John Corbett, Chicago, August 1994

	Marilyn CRISPELL
	Contrasts (Live at Yoshi's)
	1996
	69:24
	label: Music & Arts (USA), recorded 1995

Marilyn Crispell [solo piano].

[...] Soft-spoken and somewhat shy, Crispell gracefully accepted the reverent accolades and revealed that she occasionally invites pianists to her apartment in Woodstock, N.Y., but explained that "We just sort of play and share ideas." The way Crispell approaches the instrument would hardly lend itself to conventional piano lessons. Like Cecil Taylor, an obvious influence and all-too-frequent measure of comparison, Crispell deconstructs traditional melodies, harmonies, and rhythms, invents new tonalities on the spot, and employs a variety of unorthodox techniques for coaxing sound from the keyboard. Like Anthony Braxton, in whose quartet she was an indispensable fixture from 1983 through 1993, she makes metrically and geometrically complex music that pitches itself into labyrinthine structures held together by a deeply personal logic. [...]

Early in 1995, Crispell explained that she felt herself passing out of a Thelonious Monk-inspired phase and into one influenced by such composers as Bill Evans, Denny Zeitlin, and Annette Peacock. In early 1996, she elaborated: "I've been dealing a lot more with the lyrical side of my own playing and that's why I've been gravitating toward them. When I first got into jazz, Bill Evans was one of the people whom I used to go hear. I always liked him very much, and I especially felt that the relationship between him and Eddie Gomez was one of the finest things I'd ever heard in music. For all these years I've been concentrating on piano-and-drums and now I'm also thinking along the lines of piano-and-bass, I'm thinking more harmonically and lyri​cally."

In two ways, Contrasts is a perfectly apt title for the collection of music culled from Crispell's concert at Yoshi's. On one hand there is the juxtaposition of Crispell's powerful and often thundering free improvisations, given such after-the-fact titles as "Contrasts," "Dancing," "Flutter," "Cousin Judi," and "Starshine," against her sensitive and more explicitly romantic interpretations of pieces by Evans ("Turn Out the Stars"), Peacock ("Gesture Without Plot"), bassist Mark Helias ("Professor of Air Science"), and Weisman, Garrett & Wayne ("The Night Has a Thousand Eyes.") Although the CD does not comprise the entire concert, its sequencing approximates the stream of consciousness logic of Crispell's extemporaneous programming, allowing the listener to appreciate the "contrasts" between such bold block chord constructions as "Flutter," for instance, and the graceful, mobile-like single-note suspensions and rotations of "Professor of Air Science."

On the other hand, the stark setting of a solo presentation allows an un-obstructed view of the "contrasts" within a single piece -- the way Crispell's big, two-fisted clusters and massive accumulations of thick chords can shatter into mercurial runs and splatters of perfectly defined notes; the way she will find the right medium for expres​sion in blurring and smearing effects during one passage, and in clean, sharp edges during the next. The concept of "contrasts" thus becomes operational at both the micro level of pianistic detail and at the macro level of composition, arrangement, and program.

You might find yourself picking up on surprising intimations: Is that an allusion to the "Woody Woodpecker" theme in "Flutter"? Where did that implicit boogie woogie underpinning come from in "Cousin Judi"? You may be startled by the man​ner in which the Evans/Zeitlin influence manifests itself in Crispell's on-the-spot com​positions such as "Ruthie's Song" and "Little Chiquita." And frequently you will find it hard to picture how only two hands could possibly play so many notes at such veloc​ity, with such density, and at such length. To that I can only say, you had to be there to witness Crispell's riveting presence and experience the room-filling kinetic energy as she spun each piece into creation with the speed of a sidewalk sketch artist and the precision of an architect. But this recording is certainly the next best thing to being there; it is a vivid aural document of Crispell's single-minded communion with the piano.

Although Crispell, born in Philadelphia on March 30, 1947, had plenty of musi​cal tutoring — at the New England Conservatory of Music, at Karl Berger's Creative Music Studio in Woodstock, and at the sides of Roscoe Mitchell, Leo Smith, Anthony Braxton, and others -- no textbook, lecture, or private lesson imparts the kind of wisdom that radiates from the performances on this recording. That comes instead from the musician's willingness to return night after night to the "beginner's mind" and unabashedly invest her spirit in the quest for pure musical expression. Although it contrasts with the way most of us conduct our daily affairs, that kind of whole-hearted endeavor makes artists such as Crispell that much more essential to our collective cultural life.

	Marilyn CRISPELL
	Marilyn CRISPELL, Urs LEIMGRUBER, Hildegard KLEEB, Elvira PLENER, Fritz HAUSER:

"Behind The Night"
	1996
	62:05
	label: B&W

11 untitled tracks

all compositions by Urs Leimgruber (см.) and Fritz Hauser (см.)

	(Marilyn CRISPELL)
	Scott FIELDS Ensemble:

«Five Frozen Eggs»
	1996
	55:25
	label: Music & Arts

Marilyn Crispell [p]; Hamid Drake [perc]; Scott Fields [g]; Hans Sturm [double bass].

Hans opens his backpack and pulls out the thick, red wool gloves he bought at the Walmart in Fond du Lac. He snaps the beaded nylon tie that joined them and lays the gloves flat on one of the stumps by the wood stove. He asks to bor​row my knife, so I unfold the one I bought when we played Seville last spring and I flip it into a chunk of gnarled oak by his feet. Hans wiggles the knife free and carefully slices the fingers from each glove. For the rest of the weekend he will rehearse wearing those gloves.

I had promised that we could go ice fishing between ses​sions, but the lake isn't frozen yet. Marilyn is disappointed. She says that if she'd known we weren't going, she would have left her mukluks in New York. I offer to fish with her from the pier but, annoyed, she says it's not the same. I think she's still ticked at me for mailing her charts late and for convincing her, if only for a moment, that the people of northern Wisconsin worship a god called YahHey. Hamid senses the tension between us and says he would fish from the pier, but he forgot his favorite crank bait and doesn't want to embarrass himself fishing with borrowed tackle.

We're gathered around the rough pine table in the kitchen. As Marilyn picks at the last bits of the cheese and chicken enchiladas that Amy made, Hamid asks what sort of energy I want in the two slow compositions. I want one to simmer, while the other should be meditative. Originally, I explain, I had intended for all of the music to be bitter expressions of a hurtful experience I'd had at a recent day job. The project was to be called "Office Politics". But Hamid and Marilyn look perplexed and Hans squirms as I explain why I've given the compositions titles like "Mark looks me straight in the eyes and lies to me. I call him on it and he looks away" and "Kristin wants my job and the bitch will do anything to get it." I think to myself that I'll change the titles and the feel of the music since the other musicians seem inadequately acrimonious and I'm finally relieved to have quit that job anyway. Marilyn asks after Hamid's daughters and he says they are well. Hans asks Amy why we're not having blubber enchiladas. I remind him that whale is out of season.

For the first time we run all of the compositions with Hamid. It's as though he'd been playing them his whole life. Now and then Cooper, Amy's sister's Golden Retriever, rolls one of his toys under the makeshift barrier we've constructed to keep him away from Hans, who is terribly allergic to dogs. Marilyn's heart sinks a little more every time Cooper whines and pushes yet another drool-covered tennis ball under Hamid's floor torn. Finally we break and Marilyn rushes out​side to throw snowballs for Cooper to chase. Hamid has always wanted to try snow shoeing, so he and Hans take off for the woods. I decide to make another attempt at pol​ishing my parts, although at this point sleep would help more than practice.

When Hamid and Mans return, they ask why the woods are littered with peeled, hard-boiled eggs. I say that a sand​wich chef from the local deli had probably intended to make egg salad but had become lost and decided to leave a trail, like Hansel and Gretel's bread crumbs. Now Hans regrets having collected a small pile of them by the lake. Marilyn nibbles on one of Amy's rich brownies while leafing through the vinyl LPs by stored in the 1960s walnut-console stereophonic hi-fi. She beams when she finds a copy of Glenn Gould's original version of the Goldberg Variations, the ones before all the retakes and splicing. She says that she listened to this record every day when she was a teenager. I think to myself that Gould's influence may explain Marilyn's extraordinary articulation, which I'd always though of as Monk-like, although of course she plays with much more touch than Monk.

I poke at the fire and throw a couple more logs into the wood stove. I'm afraid that if it gets any colder Hans' thin fingers will snap when we start rehearsing again. Hamid and I talk about the high schools we attended in Chicago and we discover that we may have played together once, back then, in the basement of a young pianist in Hyde Park. Hamid's next real gig is a tour with Peter Brotzmann, but before that he is going to Colorado to teach hand drum​ming to corporate executives. They're supposed to learn the value of teamwork by alternating solos and supportive, interlocking rhythms. I beg to come along, but Hamid just smiles. Marilyn sits at the piano and sings "It Could Happen to You."

	(Marilyn CRISPELL)
	Scott FIELDS Ensemble:

"Sonotropism"
	1997
	62:37
	label: Music & Arts

Marilyn Crispell [p]; Scott Fields [el g]; Larry Ochs [sopranino&t s]; Matt Turner [cello].

Storm poison

Just a few months after we'd recorded his 48 Motives (Cadence CJR 1064), Scott Fields asked me if I'd accept a commission to write for his ensemble. I jumped at the chance: my experi​ence with his music had opened my eyes again to the intensities and wonders of thinking music not only in concurrent collaboration with others but also in real musical time. My role in Scott's piece had been "con​duction" (Butch Morris' term), and since Scott's con​ception was radically modular, my decisions through the course of the performance—about who was to play what with whom and when— determined much about how the music went, from momentary coordination to overall shape. Nevertheless, the surface details were either composed by Scott or improvised by the players, and for my part—always and obsessively thinking up music in concrete terms—I found myself, even in such an influential role, still itching to design myself a musical framework for a band of players willing to work the same way: reacting, responding, and creat​ing, even as the music they play still stirs the air.

Stomp in or so

Until 48 Motives, it had been over twenty years since I'd worked in public with musicians centrally involved in improvisation. Now, once again, but this time with twenty-five years of "strictly-notated" composition behind me, and the pressure of a commission in front of me, there 1 was wondering at and about freedom and constraint, contemplation and action, direction and suggestion. And I was wondering in quite concrete, even personal, terms: I began thinking music for just the players on this recording, thinking not only of their distinctive instru​mental sounds, but also of each of their extraordinary musical imaginations.

Prim not so so

Pure pleasure it was for me to think again, after so long, towards collaboration in the imagining and real​izing of some lanky, sprawling compositional idea, especially one like this Sonotropism: even as, follow​ing its name, it grew towards sound, it also seemed to wish for its many selves so many different costumes and roles, so many ways of expressing its movement through musical time and its formation of musical space. A sharp listener to the first performance remarked on the bang for the buck afforded by working with musicians such as these, a point not lost on this composer who, for the quar​ter-century before this music, had been writing down each and every awefull note of the music he imagined, leaving noth​ing but the most refined level of interpretation to even his most intimate musical friends, those who made his music sound. Letting go, letting others take some responsibility for those notes, not know​ing in advance how long a passage would last or what the overall proportions of the piece would be: the relief was almost phys​ical, and the thrill, greater even than dreamed.

Romp on so sit

So Sonotropism was designed as a fixed series of rela​tively precisely notated musical passages interspersed with improvisational sections. Though I gave in to the players requests to conduct the performance record​ed here, the piece—unlike Fields' Motives— can be done without conductor. There's a lot of variety among the strictly notated passages: some are strophic in structure, lending themselves to continuation by rhythmic and harmonic repetition at regular metric intervals; others have less repetitive and less symmet​rical trajectories, allowing for more open-ended prolon​gation. For each improvised passage, suggestions for har​monic and melodic structures are indicated, but only in the most basic terms, and the duration of each of these improvised passages is determined by one or another of the players, communicating conclusion to the others gradually, with a musical signal.

Motor spin so

Binding all of these musics, whether improvised or otherwise, is a large-scale harmonic structure, designed within a frame​work analogous to the tonal system, but comprised of wild​ly more various pitch constructs. However "tonal" the music may sound from time to time, the basic harmonic idea is always more broadly conceived. The minimum total performance duration is probably something like twenty minutes, the maximum limited only by the endurance of the players.

Omit sponsor

Scott Fields must shoulder at least some of the responsibility for the anagrammatical exuberance of these notes and titles. He's also at least partially to blame for certain other aspects of this recording: after we decid​ed to release the uncut recording of the first public per​formance as the primary track on this CD, it was he who selected a few of the improvised passages from the studio recording of the piece that we'd made a few days earlier, and even suggested for them the titles that they now bear. And by that time, for me, already well into work on the next piece, it was yet another pure pleasure to have someone else taking care of business for a change.

— Stephen Dembski

	(Marilyn CRISPELL)
	GUY/ GUSTAFSSON/ STRID Trio with Marilyn CRISPELL: «Gryffgryffgryffs»
	1997
	64:55
	label: Music & Arts

Marilyn Crispell [p]; Mats Gustafsson (см. тж. его проект DISCAHOLICS ANONIMOUS TRIO в 'Alternative') [s&t&bar s]; Barry Guy (см. тж. проект ROOM) [double bass]; Raymond Strid [d]. Rec. 1996 in Sweden.

1. gryffgryffgryffs

2. ififif

3. INSCAPE

4. ORG

5. GHAST

6. ORGHAST

7. What else?

We were rehearsing Barry Guy's orchestral pieces "Theoria" and "Harmos," preparing the Swedish premiere of these masterpieces of structured improvisation with the Swedish Radio Jazz Group. After hours of rehearsing, the “Gang of Four”— Mats Gustafsson, Raymond Strid, Marilyn Crispell and Barry Guy — remained in the studio with the tape recorders of Rune Andreasson still running.

Although everyone was quite tired, there was an excitement in the air — even ner​vousness. Four musicians — reeds, piano, bass and drums — I guess that's about as common as you get. A perfect situation for a nice little "after hours" jam session. Four master improvisers creating music with little or no agreement beforehand. Four musicians who know each other well yet still have the ability to surprise each other, as they did in this fringe benefit session.

The recording went very smoothly — it was all over in a couple of hours — more or less one long take with very short breaks between sections. Not much said — no need to. What turned out was quite out of the ordinary, far from a nice little jam session with a common jazz setup. Incredible music, actually.

Improvisation can mean anything from simple embellishment and ornamentation to free extemporizing. Looking at "free" improvisation, I'd say it's a utopian dream built on personal esthetics. This became apparent to me some years ago at a Derek Bailey Company Week festival in London. One of the invited musicians, an English drummer, brought to the stage a suitcase filled with his hand-picked sound producing items, just about anything: toys, oriental objects — you name it — even a few items that could pass for drums. During the next half-hour he somehow used every little item in a truly exciting solo improvisation. But, free? He pretty well knew what he was going to do, how to make use of his "instruments" and possibly he even had a preconceived structure — a mind map. It was definitely virtuoso and mindbending, as were the rest of the concerts. Typically enough for a free music event, everybody achieved more or less unorthodox virtu​osities on equipment as personal as their skills, putting things they knew before hand to the test in new surroundings and situations. Sometimes it worked, even in duos, trios and larger ensembles.

In the performances documented on this recording, the roles of the four instru​ments are similarly restructured, redefined. A double bass does not have to behave like a double bass, or a saxophone like a saxophone. Drums add color more than timekeeping, and the piano comes forth dramatically as a percussion instrument. The virtuosity displayed here uncovers hidden riches and properties of the instru​ments and of the practice of music-making. The research goes down deep into the immaterial qualities of music, sound, listening and action, down to the quantum level, where each decision shapes a reality that may be true here and here only, in the moment, unpredictable, yet, in accord with the uncertainty principle, holding with remarkable coherence when we draw back and take it in — the melodic lines and harmonic structure, the rhythmic interaction and emotional dynamics of this music.

Perhaps that's when free really begins, no matter how much tradition or agreement you start with – when you forget what you know and interact on a subconscious level, and draw the listener in with you.

----- 1997 Lars Goran Ulander
[...] Four master improvisers creating music with little or no agreement beforehand. Four musicians who know each other well yet still have the ability to surprise each other, as they did in this fringe benefit session.

The recording went very smoothly — it was all over in a couple of hours — more or less one long take with very short breaks between sections. Not much said -- no need to. What turned out was quite out of the ordinary, far from a nice little jam session with a common jazz setup. Incredible music, actually.

Improvisation can mean anything from simple embellishment and ornamentation to free extemporizing. Looking at "free" improvisation, I'd say it's a utopian dream built on personal esthetics. This became apparent to me some years ago at a Derek Bailey Company Week festival in London. One of the invited musicians, an English drummer, brought to the stage a suitcase filled with his hand-picked sound producing items, just about anything: toys, oriental objects -- you name it — even a few items that could pass for drums. During the next half-hour he somehow used every little item in a truly exciting solo improvisation. But, free? He pretty well knew what he was going to do, how to make use of his "instru​ments" and possibly he even had a preconceived structure — a mind map. It was definitely virtuoso and mindbending, as were the rest of the concerts. Typically enough for a free music event, everybody achieved more or less unorthodox virtu​osities on equipment as personal as their skills, putting things they knew before hand to the test in new surroundings and situations. Sometimes it worked, even in duos, trios and larger ensembles.

In the performances documented on this recording, the roles of the four instru​ments are similarly restructured, redefined. A double bass does not have to behave like a double bass, or a saxophone like a saxophone. Drums add color more than timekeeping, and the piano comes forth dramatically as a percussion instrument. The virtuosity displayed here uncovers hidden riches and properties of the instru​ments and of the practice of music-making. The research goes down deep into the immaterial qualities of music, sound, listening and action, down to the quantum level, where each decision shapes a reality that may be true here and here only, in the moment, unpredictable, yet, in accord with the uncertainty principle, holding with remarkable coherence when we draw back and take it in — the melodic lines and harmonic structure, the rhythmic interaction and emotional dynamics of this music.

Perhaps that's when free really begins, no matter how much tradition or agreement you start with — when you forget what you know and interact on a subconscious level, and draw the listener in with you.

© 1997 Lars Goran Ulander

Barry Guy is an innovative bass player and composer whose creative diversity in the fields of jazz improvisation, chamber and orchestral performance and solo recitals is the outcome both of an unusually varied training and a zest for experimentation, underpinned by a dedication to the double bass and the ideal of

musical communication. He is founder and artistic director of the London Jazz Composers Orchestra for which he has written several extended works. His concert works for chamber

orchestras, chamber groups and soloists have been widely performed and his skillful and inventive writing has resulted in an exceptional series of compositions. Barry Guy continues to

give solo recitals throughout Europe and the U.S.A. as well as performing with the Evan Parker/Paul Lytton trio, Marilyn Crispell and Gerry Hemingway, the Bill Dixon quartet, in

duos with Barre Phillips, Irene Schweizer, Paul Plimley, in projects with American pianist Cecil Taylor, the California-based group Room (см.) with Larry Ochs and, of course, Mats Gustafsson and Raymond Strid.

Marilyn Crispell is a graduate of the New England Conservatory where she studied classical piano and composition. She discovered jazz through the music of John Coltrane and Cecil Taylor, to whom she is most fre​quently compared. She is perhaps best known for her work with Anthony Braxton, whom she met in 1978 at the Creative Music Studio in Woodstock, New York. Crispell has also been a member of Reggie Workman's ensembles since 1986, and Workman is a member of Crispell’s own trio with drummer Gerry Hemingway. Crispell has collabo​rated with Anthony Davis on the New york City Opera's world premier of his opera "X", and with Oliver Lake, Pauline Oliveros, Roscoe Mitchell, poet Ed Sanders, African percussionist Olatunji, composers Robert Cogan and Pozzi Escot, saxophonist Tim Berne, and drummer Paul Motian. During 1988-89, she was the recipient of a N.Y. Foundation for the Arts Music Fellowship grant and of a composition commission from the Mary Flagler Cary Charitable Trust in New york City. In 1994-95, she again became the recipient of a N.Y. Foundation for the Arts Music Fellowship grant. She was the chosen performing artist for the New England Foundation for the Arts 1991-1992 Touring Program.

In addition to performing, Crispell has taught workshops in improvisational music at the Creative Music Studio, and at various venues in the U.S. and Canada. Her most recent recording on Music & Arts (CD-964, a duo with Joseph Jarman recorded at a Madison, Wisconsin, concert on 12 January 1996) has been widely acclaimed in this country and abroad.

[...]

	Marilyn CRISPELL
	Nothing Ever Was, Anyway (Music of Annette Peacock)

[2CD]
	1997 
	46:54 40:43
	label: ECM

Marilyn Crispell [p]; Gary Peacock [double-bass]; Paul Motian [d]; + Annette Peacock [voice (CD I #6)].

Marilyn Crispell is a graduate of the New England Conservatory where she studied classical piano and composition. She discovered jazz through the music of John Coltrane and Cecil Taylor, to whom she is most fre​quently compared. She is perhaps best known for her work with Anthony Braxton, whom she met in 1978 at the Creative Music Studio in Woodstock, New York. Crispell has also been a member of Reggie Workman's ensembles since 1986, and Workman is a member of Crispells own trio with drummer Gerry Hemingway. Crispell has collabo​rated with Anthony Davis on the New York City Opera's world premier of his opera “X” and with Oliver Lake, Pauline Oliveros, Roscoe Mitchell, poet Ed Sanders, African percussionist Olatunji, composers Robert Cogan and Pozzi Escot, saxophonist Tim Berne, and drummer Paul Motian. During 1988-89, she was the recipient of a N.Y. Foundation for the Arts Music Fellowship grant and of a composition commission from the Mary Flagler Cary Charitable Trust in New york City. In 1994-95, she again became the recipient of a N.Y. Foundation for the Arts Music Fellowship grant. She was the chosen performing artist for the New England Foundation for the Arts 1991-1992 Touring Program.

In addition to performing, Crispell has taught workshops in improvisational music at the Creative Music Studio, and at various venues in the U.S. and Canada.

CD I : 'nothing ever was, anyway'

1. Butterflies that I feel inside me

2. open, to love

3. cartoon

4. Albert’s Love Theme

5. Dreams (If time weren’t)

CD II: 'touching'

1. Both

2. You’ve left me

3. Miracles

4. Ending

5. Blood

6. nothing ever was, anyway.

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

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

	Marilyn CRISPELL
	Storyteller
	2004
	60:59
	label: ECM

rec. 2003

Marilyn Crispell Trio:

Marilyn Crispell [p]; Mark Helias [b]; Paul Motian [d].

Seven years after the unprecedented ECM debut, Nothing Ever Was, Anyway, and three years after the stellar Amaryllis, pianist Marilyn Crispell gives listeners another trip down her ever deepening cavern of mystery and imagination. Teamed once again with drummer and composer Paul Motian and new bassist Mark Helias, Crispell builds an even sturdier tension bridge between her increasing focus on harmonic and melodic interplay and dynamic intensity. The polarities are the immediate way into this set, which is so full of ambiguities and spectral presences one could say it is haunted. Crispell's physicality is held in check for most of the proceedings here, but it is ever present. There is a tautness to these performances that is held firmly by the steady, sinewy rhythmic direction of Helias (who contributed two fine tunes to this set). Crispell wrote three pieces for this recording, all of them signifying a direction the ensemble travels in a labyrinthine fashion for a time. These are underscored and elaborated upon in her choice of six of Motian's tunes covering some 30 years. In fact, the title track, which feels like a Crispell signature, was composed by Motian. What sets Storyteller apart from most recordings out there is its depth of feeling and the unveiled manner in which it is displayed. 

In the tempered pieces such as "Wild Rose," "Alone," "Flght of the Bluejay," and "The Sunflower," one can hear how Crispell's reliance on depth and instinct has carried her music to an entirely different level. There is no interest in anything but getting the tunes across, digging into them and exposing the secret heart in each to the open air. Certainly the force that has been displayed on her earlier recordings and those she has made with Anthony Braxton contains an emotional aspect in the angular sound worlds she articulates, but here music and emotion are inseparable and become their own poetic syntax and utterance. Crispell is spinning narratives in her forays into complex harmonic investigation. Her woven interplay with Motian, where each musician accompanies as well as anticipates and challenges the other, is remarkable on tunes such as the strident "Cosmology 1" and "Play." The album's final cut, Crispell's "So Far, So Near," is far from a summation. In its wrenching emotion, restraint, and elegance it not only challenges critical notions of who she has been and what she has accomplished, but leaves such questions superfluous and shallow. Beginning with a bass solo by Helias, it skeletally unfolds in a purposeful yet open way, leaving lines to trail off and into one another rather than end or point to specific next steps. Space and nuance are given careful consideration by Motian as he opens up more terrain for Crispell's investigation of a muted yet multidimensional color pattern that is as seductive as it is hypnotic, as tender as it is adventurous within its determined, deliberate parameters. It is the utterance of shadow, of sense impression, of the complex and whispering heart of the music itself. Storyteller is another triumph for Marilyn Crispell.

1. Wild Rose [Crispell]

2. Flight of the Bluejay [Motian]

3. The Storyteller [Motian]

4. Alone [Crispell]

5. Harmonic Line [Helias]
6. Cosmology 2 [Motian]

7. Limbo [Helias]
8. Play [Motian]

9. The Sunflower [Motian]

10. Cosmology 1 [Motian]

11. So Far, So Near [Crispell]

	CRO  MAGNON
	Zapp!
	1992
	50:52
	label: Carbon

Stefan Coltura [vln]; Rudy Mollekens [b]; Koen Van Roy [s&a&bar saxes]; Rik Verstrepen [vln, k]; Geert Waegeman [el g, vln, sampling].

	CRO  MAGNON
	Bull?
	1997
	54:44
	label: Lowlands  e-mail: lowlands@innet.be 

Stefan Coltura [vln, jew's harp]; Rudy Mollekens, Frank Ghysels [b]; Koen Van Roy [s&a&bar saxes]; Rik Verstrepen [vln]; Geert Waegeman [el g, vln, sampler, mandolin, perc, ukelele]; + guest musicians.

Модернистский экспериментаторский проект, где сплетаются и импровизационная музыка, и элементы джаз-рока и классики.

	CUDU
	Waterplay
	
	52:07
	label: Materiali Sonori

Steven Brown (см. в ‘Alternative’) [cl, a&s s, v, sampling]; Paolo Lotti [g, fl, bass cl, e. bow, a s]; Christian Burchard [zither, marimba, cabasa, cimbals, vibes, african perc]; Luc Van Lieshout [tp, fl h]; Luca Mazzantini [b, k].

	CURLEW
	Live in Berlin
	1990
	74:42
	label: Cuneiform (USA)

Авангардно-импровизационный  jazz-rock-fusion. Без вокала.

George Cartwright (см. в ‘Alternative’) [sax]; Tom Cora (см.) [cello]; Davey Williams [g]; Pippin Barnett [d]; Wayne Horvitz (см.) [keys] http://cuneiformrecords.com/bandshtml/curlew.html 

Led by saxist George Cartwright, Curlew are noted for their sense of fun, great riffing, spirited interplay, and the superb musicianship of Tom Cora (cello), Davey Williams (guitar), Ann Rupel (bass), and Pippin Barnett (drums). “Live In Berlin” and “Bee” both capture the the band in a rockin' vein.

"Jazz record of the week...one of the best of New York's downtown bands, and this recording captures the group at its most intense, madhouse best." -- The New York Times.

	CURLEW
	Bee
	1991
	70:06
	label: Cuneiform

Tom Cora [cello]; Pippin Barnett [d]; Davey Williams [g]; Ann Rupel [b, p].

1.   The March
2.   St. Croix
3.   Jim
4.   It Must Be A Sign
5.   To The Summer In Our Hearts
6.   Saint Dog
7.   The Hard Wood
8.   The March
9.   Rudders
10. Gary Brown
11. Kissing Goodbye
12. As You Said

	CURLEW
	A Beautiful Western Saddle
	1993
	57:23
	label: Cuneiform Records

Pippin Barnett [d]; George Cartwright (см.) [a/t s]; Tom Cora (см.) [cello]; Ann Rupel [b]; Davey Williams [g]; Amy Denio (см.) [v].

lyrics by Paul Haines

The idea for "A Beautiful Western Saddle" came about as the result of two convening streams of thought: first, my own interest (later shared by the rest of the band) in Paul's poetry as song lyrics and, second, the desire for Curlew to work with text and singer.
I had been making music to Paul's words since 1979 when Kip Hanrahan asked me to set some of them to music for a video being made of Paul's writing called "Third World Two."  Later I contributed two more pieces for inclusion on "Darn It", a recording Kip was making using Paul's words—all the while thinking that more and more of them would make splendid song lyrics.
When the possibility of doing a performance at New Music America New York 1989 appeared, I saw a chance for Curlew to do an entire concert of Paul's work and began showing it to the rest of the band, who then wrote their own versions of the best way to present these lyrics in a song.  Deciding who should sing them was easy—Amy has been one of our favorites for a long time.  Herein lie the results.
—George Cartwright

	CURLEW
	Fabulous Drop
	1998
	42:30
	label: Cuneiform (USA)

Ann Rupel [el b, p]; Chris Cochrane [el g, rhythm toy]; George Cartwright [a&t saxes]; Davey Williams [el g, lead musical toy]; Kenny Wolleson [d]; + Zeena Parkins [k]. (Chris is on the Left channel and Davey is on the Right).

"Curlew's new twin-guitar lineup has resulted in, perhaps, the most satisfying yet of recordings by this criminally unrecognized band ". -- Henry Kaiser. 

"Curlew is the best and most obstinately commited band to emerge from N.Y.'s Knitting Factory-based alternative music scene..." -- Option.

Fabulous Drop is the seventh album from this all star downtown band. This fantastic, extremely high-energy release features leader/saxist George Cartwright, the great dual guitar team of Davey Williams & Chris Cochrane, bassist Ann Rupel & drummer Kenny Wollesen. Great tunes, great playing & a unique sensibility -- George mines a unique, truly Southern avant esthetic unlike anything else in new music, 

"This is seriously good music & the performances are deceptively tight...if you're looking for something with 1st  rate musical standards, smart performances, brilliant sonic surprises & nutritious brain food, grab it” -- Memphis Commercial Appeal.

"...another stunningly good release from this woefully under-appreciated band." -- Memphis Flier.

"Curlew is the best and most obstinately committed band to emerge from New York's Knitting Factory-based alterna​tive music scene..." ---- Option

"The unironic, idiosyncratic mix of Latin, soul, funk free music and jazz rock gives fusion a good name. George Cartwright has been nurturing Curlew since 1979 -- he has one hell of a group on his hands." ---- The Wire [UK]

1. August      cartwright 
2. Not Innocent        cochrane

3. Blood Meridian       cartwright

4. Crazy Feet, Sensible Shoes      williams 
5. Fabulous Drop      cartwright/rupel

6. Argon        cartwright 
7. Neither, Baby       rupel 
8. Funny Fun      cartwright 
9. Dog House On The Moon      cartwright
As the man responsible for the "act of colossal incompetence" which you hold in your hands, it falls to me to inform you that somehow, in mastering this music to CD, I have mastered it backwards. For sever​al days I have been holed up in my office, drinking whiskey and getting stoned on marijuana in an attempt to write this and to block out the gloomy prospect of my future and the complaints of the janitor, who'd like to get in here and do a little cleaning up. Can you imagine how fast, and with what relish, word of this kind of thing gets around?  "Get rid of that nincompoop!" the president of this record label was heard to say. I'm told George Cartwright accepted the mishap in a spirit of forgiveness and good-humor. That is, until the label head decided, "Well what's done is done! It's already been pressed, let's just release the damn thing! No use throwing good money after bad." George asked for my head on a plate.

I choose to temper his reaction by reminding myself that George is known for a certain shall we say fastidiousness concerning his work, and also that an artist is as vulnerable as anyone else to the occasional lapse in perspec​tive. Basically the whole thing's been blown out of proportion. It was such a simple mistake. Nothing like the charges leveled at me in a crowing, malicious Internal Memo, circulated here at work to my enduring shame. Citing my "glar​ing ineptitude", my "incomparable idio​cy", the "manifest shoddiness" of my character, my "unpardonable inattention" to my duties "or even to the matter at hand", and noting that my grasp of the responsibilities which I am paid to fulfill is "rudi​mentary at best", the memo proceeds onward through a load of hyperbole like "never in the annals of recording his​tory" to a declaration that I simply "lack...all common sense". The document is so thorough in its enumeration of my crimes that I'm considering having it framed as a sort of diploma of failure.

While I agree that I'm guilty of a moment's dis​traction, I feel I must defend myself against the memo's accusals of "sheer obtuseness where anything musical is concerned" and "shameless disregard for the band's intentions". Actually I've got a pretty good ear, and although I admit this might not be the place to bring it up, I've got to say that I, for one, like this record as it is. I stand by it. Hearing it back​ward gives one a glimpse of the music's precision and grace. It's a reminder that the world is a wild, exact system of near-disasters. Time is interesting either way you run it. What's the big deal? "Of all the wrong-headed slip-ups!" indeed. Curlew flings us backward through violent intersec​tions to open squares and wide easy boulevards where things seem to be hap​pening just as we want them to. Ann Rupel's nimble rumbling Deuce-and-a-Quarter bass keeps us veering and rolling (backwards), absorbing the shock and inviting me to run an affectionate hand over the dashboard. Kenny Wolleson's attentive, slapstick drumming corrals us along, delineating our margins while suggesting ways to break through them. Davey Williams and Chris Cochrane's gui​tars vie and slice at each other, they help navigate the (backwards, against traffic)  trip, bopping each other with the maps, encouraging the horn, aggravating it, squealing for dominance, like a string section dragged through a small vortex in time. George has it hard in reverse, headed downtown full speed. On the way, he's laughing, careering, steering, declaiming, scattered like manhole steam and meditating upward like moonlit rooftop smoke... He's the 3-D voice at the center of all this. Blue secrets have their say...night is falling down 2nd Avenue, the lights congest...and dawn breaks above East Broadway. He's always got another valentine up his sleeve. Depending how you hear it, he's either giving it or getting it back.

While we were still on speaking terms, George told me that the week he spent back in New York, rehearsing and recording this material, was among the best weeks of his life. And although his songs at least were written beforehand, Fabulous Drop is the document of an excited week of crashing around the city. Intended or not, it's Curlew's valentine to New York. Here it is, holographic. In other words I do not agree that I am "the supreme fuckup of the music industry". Rather I think of myself as the man who brought you this music in all its (back​ward) majesty. I can only hope I'm not alone in this assessment. Nevertheless, I know where I stand, and for what they're worth, I hereby tender both my apolo​gies and my resignation.

-- Michael DeCapite

	CURLEW
	Meet The Curlews
	
	60:16
	label: Cuneiform

George Cartwright - alto, tenor, soprano saxophones

Davey Williams – 6&12 string guitars

Bruce Golden – drums

Chris Parker - bass

	CURLEW
	North America
	2002
	70:59
	label: Cuneiform   cuneiformrecords.com 

with bonus tracks: Live from Mort's Place, NYC 1983 (#14-19).

Personnel on North America:

George Cartwright - alto, tenor saxophones, (lead vocal on Feelin' Good, animal calls on Shoats and First Bite)

Tom Cora (см.) - cello, cello resonated objects, accordions on Two-Day Till Tomorrow
Mark Howell - guitar

Fred Frith (см.) - bass; guitar solo on ray, violin on the Victim, vocals an Knee Songs 2 and Feelin 'Good, live guitar and sax manipulations on Time and a Half and Agitar/the Victim Rick Brown drums on Ray, Knee Songs 2, Agitar / the Victim and Two-Day 'Till Tomorrow

J. Pippin Barnett - drums on all other cuts

with:
Polly Bradfield - violin on Moonlake and Mink's Dream
Butch Morris (см. в 'Jazz') - cornet on Knee Songs 2
Martin Bisi - fake bass drum on Person to Person

Live at Mort's Place:
George Cartwright - alto and tenor saxophones
Tom Cora - cello
Nicky Skopelitis (см. c LASWELL) - guitar
Otto Williams - bass
Anton Fier - drums

Producer Fred Frith 

Executive Producer George Cartwright
Recorded at: b.c.studio, Brooklyn
Recorded by Martin Bisi Mixed by Fred Frith and Martin Bisi
Additional material recorded live at Mort's Place, NYC, late 1983 CD 

mastering by Matt Murman at SAE

I hadn't seen George Cartwright in a dozen years, but I was unprepared, on that bitterly-cold Minneapolis morning, for the grossly overweight and shiningly bald man I encountered on walking into the M&E Diner.
I took a seat beside him. Our previous interchange had been somewhat less than cordial so I played it cool.
"How's it been?" I said.
He looked up from his oatmeal and nodded. Talk about cool!
"This your regular spot?" I asked.
Again he nodded, catching a bit of oatmeal off his lower lip with the spoon.
"What do you recommend?" I said.
He slid me a menu and I scanned the breakfast selections.
Ham and eggs, I decided, and clapped the menu shut. I caught the waitress's eye and pointed to my cup. She came and filled it with coffee.
"So what's it like," I said, "looking back on the past, as it were?"
With his spoon in mid-air he squinted toward the Bunn coffee urn behind the counter as though scanning the flip-book of memory, the sad jerky sweep of the years.
Our eyes met, his magnified through bottle-bottom glasses to something like disbelief.
"As it were?" he said.
"Well how do you feel, when you think of yourself as a younger and much slimmer man, of better days, of the joyous goose-honking chaos of your prime, embracing life in all its frivolous terrors in the Big City, the unbearable beauties you were open to, starlight and streetlight and the pleading loneliness you endured, your cramped apartments, and your former cohorts now scattered to the winds, the triumphs and failures of the years which have deposited you now on that diner stool?"
Carefully he wiped the corners of his mouth with a napkin and pushed his bowl away. He said, "What's with all the questions, buddy?"
At that moment a man who looked much more like the George I remembered walked in wear​ing a turquoise jacket and tangerine scarf like he was walking onto a yacht.
"Mike!" he said.
"George!" I said. 

The imposter with the oatmeal shook his head as George motioned me toward a booth. After a debilitating exchange of pleasantries George and I settled down to our interview.
Mike:   First off, I'd like to clear up some of the myths that've sprung up
around Curlew, lay a few things to rest. For instance – 

George:   Want some bacon? 

Mike:   What?
George:   I'm on turkey bacon now. Care for a piece? 

Mike:   Thanks, no. Now. Legend has it that you worked for a time in Memphis
as a pimp. How many girls in your stable?
George:   That's a complete falsehood. You sure don't care for a piece of this — 

Mike:   No. But you did live in Memphis in your early years. What can you tell us of—
George:  Pass the jam? Any strawberry over there? All I've got is grape. 

Mike:  Here you go. 

George:  Thank you. Now what were you— 

Mike:  I can hear the influence of the blues in your work. What can you tell us of your involvement with Howlin' Wolf? 

George:  [poking a yolk with a toast triangle, scraping strawberry jam across it] Met him once. I shook his hand. It was like shaking hands with a baseball mitt. I was awestruck.
I was terrified. I said, "Pleased to meet you, Mr. Wolf." 

Mike:  Interesting. Did you give him a tape? Was there a late-night jam session?
How did that night affect the future of Curlew? 

George:  Any Tabasco there? I dunno why these places always stock this lousy
Crystal hotsauce, it's useless.

Mike:  George, how does Curlew reconcile its various influences? Freeform jazz,
gutbucket blues, the Broadway showstopper, and sudden flights of pure melody?
George: We just do it! They never put enough salt on this stuff, man. 

Mike: This new CD is a re-release of what? 

George:  [inaudible] 

Mike:  I see by my notes it was recorded in 1984 and 1985 near the Gowanus Canal. That's somewhere in Europe, I believe. 

George:  Brooklyn. Waitress? More coffee?
Mike:  Brooklyn, yes. And what were the circumstances of this recording? 

George:  Well we all just got together, y'know. This was our second recording.
We'd been together since about 1979, rehearsing, playing all around downtown. 

Mike:  Is it true you all met on a prison barge? 

George:  No.
Mike:   Hauling sand, if I'm not mistaken? 

George:  No. 

Mike:  Is it true you played the Macy's Thanksgiving parade and were dismissed
at Columbus Circle? 

George:  No.
Mike:  Not lashed by Santa Claus ? 

George:  Not true. No way. 

Mike:  The live material here reminds me what a frightening experience it was to see Curlew in a club. The churning, festive insanity of it all, the rapturous girls down the front, the resentful guys at the bar, the bartenders furious, the sense that no matter how strictly composed the music, anything could happen onstage. The delicacy of emotion when the music achieved more than the sum of its parts. Or even its intentions! The tunnel that opened unexpectedly, at times, back to the roots of American musical forms, and the nonsensical vinery that dangled down around it. Good night! 

George:  Nonsensical?
Mike:  The ear-piercing violence of it all, the fertile psychotic overload, the cruel mathematics, the coy tenderness, the slapstick, the ontological teasing, the pure kite-flying release –

George:  Psychotic?
Mike:   Tell me, George. For years you've been releasing these records to massive popular acclaim while the press heaps abuse on you. And yet Curlew's kept going. Despite critical salvoes and cannonades.
George:   You've got it precisely backwards.
Mike:  Even so. What keeps you going?
George:  I dunno. What keeps you going?
Mike:  Despite the dulled craw and marshmallow belly of recent years, the loss of that killer instinct, your shuffling slipper-bound lifestyle, isolated, bitter, vengeful, and brooding. The simmering resentment you feel toward younger, more nimble, more vital men, stewing in your trailer, disowning your former selves and armoring yourself against up-and-comers who've cuckolded you of your ideas and hopes and strategies. Watching your talent drain into the dry dread soil of the demanding day-to-day. Complaining against the long inevitable wave that brought you here. Your destiny compromised, your self-conception fouled, your future annulled.

George:  Waitress! Mike, I gotta go. I'm taking my boy Ray shopping for shoes. Red shoes, man, he'll be the only kid in his class with 'em. You're talking about the past, it all leads up to now. It includes Ray and carries him along. Ray's king of the parade.
Mike:  He play any instruments?
George:  He's taking piano lessons. He loves melons of every stripe. He might be the next Bill Evans. Or James Booker. He doesn't even know it. Poor kid.
Mike:  He have any curiosity about his old dad?
George:  None whatsoever. He's shipping out on his own.
Mike:  Okay. As I asked that citizen at the counter, how do you feel about this music you made, with these people who are elsewhere or gone, when you were much younger and living in a different place, on a different part of the time-line that led you to now? He was unforthcoming. I don't think that guy even plays saxophone.
George:  I feel good.   That was some wild shit. There are people who remember those years in New York City, and whatever I've done since trails back to those nights. Same thing with the other people in the band. Tom Cora, who died several years ago, and Fred Frith, and Mark Howell, Pippin Barnett, Rick Brown, Polly Bradfield, Butch Morris, Martin Bisi, and on the live stuff Nicky Skopelitis, Otto Williams, and Anton Fier. I'm glad we documented this stuff, you never know what'll happen. History's what gets recorded. Well, obviously. The band that played at Mort's didn't stay together for the Gowanus sessions. Mort's was a basement on some sidestreet off Bleecker run by Mark Miller. Great place, great gigs there. It ended after Mark's landlord suggested he quit and keep his legs intact.
Mike:  I see. Too much fun verges into danger, that's a lesson for us all. How much trouble do you have hailing a cab in this town, George?
George:   Nearly impossible.
Mike:  Even with your critical hosannas?
George:  They take shape in the fog and pass me by.
Mike:   I'll catch the bus. Let me get this.
---- Michael DeCapite

	CURLEW
	Mercury
	2003
	44:30
	label: Cuneiform www.cuneiformrecords.com
George Cartwright – saxophones

Dean Granros – guitar

Fred Chalenor – bass

Chris Parker – k, p

Bruce Golden – drums

produced by George Cartwright

"…a willingness to blur boundaries, mixing elements of rock, jazz, and funk… typically impossible to pigeonhole… Culew were one of the bands helping to define the NYC 'downtown scene' and 'Knitting Factory Sound'". – John Eyles / BBC

"…an unapologetic model of intelligent fusion." – Ken Waxman / JazzWeekly.com

"As a unit Curlew is focused and structured; however, it never ceases to surprise the listener with frequent forays into unusual motifs. Curlew treads difficult waters… but this is a finely tuned machine with a sparkling identity." – Glenn Astarita / All About Jazz

	Andrew  CYRILLE 
	Metamusicians’ Stomp
	1978 
	40:25
	Andrew  CYRILLE -- см. тж. с: Cecil  TAYLOR; S. BAREFIELD; M. EHRLICH; B. MORRIS; The JAZZ  COMPOSER’s  ORCHESRA; Anthony BRAXTON; Borah BERGMAN; Leroy  JENKINS

label: Black Saint

A.C. [d, perc]; Ted Daniels [tp, flh, wood fl]; Nick DiGeronimo [b]; Dawid S. Ware (см) [t s, fl].

	Andrew  CYRILLE
	Special People
	1981 
	36:57
	label: Soul Note

состав как выше.

It is obvious and easy for a writer of liner notes, for an album called Special People, to make a remark as to how the players included herein are indeed special people. I'm sorry, I can't avoid the temp​tation. For the players are indeed special, and their leader, Andrew Cyrille, is especial​ly special. Dig?

Andrew Cyrille was born in Brooklyn, New York in 1939. Brooklyn, the home of Coney Island. [...] It an obscure book called Syncopating Saxophonei, published in Chicago in 1925, Alfred Frankenstein wrote, "Jazz is not the music of the land. It is the music of new cities. It blows across the American prairies, but does not come out of them. It is the music of hot-dog wagons and elevated trains, the mu​sic of morning papers published at nine in the evening, the music of the quick lunch and the signboard and the express elevator. If America contributes nothing more to the pro​gress of the arts, in this she will have given enough". Frankenstein was wise and his urban scenario fits Brooklyn like a cashmere mitten. Andrew Cyrille is best known, of course, for his association with another New York City native, Cecil Taylor. Cyrille has been a part of the Taylor Unit, on and off, for more than 15 years now. Yet he has also worked with a wide-range of other jazz talents, no​tably Nellie Lutcher, Illinois Jacquet, Roland Hanna, Coleman Hawkins, Mary Lou Wil​liams, Howard McGhee, Junior Mance, Jim​my Giuffre, Grachan Moncur III, Rahsaan Roland Kirk, Gary Bartz, Stanley Turrentine, Cedar Walton and Olatunji.  He has also been the leader of his own band, Maono (pronounced May-oh-no) for a num​ber of years. It is that aggregation which is present on Black Saint 0025, ‘Metamusician's Stomp’, and on the CD you hold in your hands. Maono is Swahili for 'feelings' and that's exactly what Andrew Cyrille's mu​sic, and all of the best music called jazz, is about.

	(Andrew  CYRILLE)
	Ehyang
	1988
	59:19
	Ураганный  free-jazz.  

label: Aketa (Tokyo)

Yoriuki Harada [p]; Akihiro Ishiwatari [g, b]; Andrew Cyrille [d].

Диск -- одновещёвый

	(Andrew  CYRILLE)
	My Friend Louis
	1992 
	62:54
	label: DIW

Oliver Lake (см) [ss, as](cм.), Hannibal [tpt], A.S.Colson [p], Reginald Workman [b], Andrew Cyrille [d].

	Andrew  CYRILLE
	Andrew CYRILLE / Mark DRESSER / Marty EHRLICH:

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

Andrew CYRILLE - drums

Mark DRESSER (см.) – 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


