	Simon NABATOV
	Simon Nabatov Trio:

"Sneak Preview"
	2000
	54:53
	label: Hat Hut

rec. 1999

Simon Nabatov [p]; Mark Helias (см.) [double bass]; Tom Rainey [d].

all compositions by Simon Nabatov

Nabatov is not only a pianist, as the pieces on this CD show. Thus, one is tempted to speak about crossing the borders between genres. But one must also ask, which borders are these, because Simon Nabatov has grown up with several different musical forms; he experienced classical music and jazz at the same time, and has come to love both. This experience is not at all new. Gustav Mahler and Arnold Shonberg loved music of many different origins, George Gershwin and Duke Ellington as well. The combination, however, of various music types on the level of composition and performance, is always and forever new.

-- Dr. Ulrich Kurth

	NAFTULE'S DREAM – см. в файле "Asia I": Israel
	
	
	
	label: Tzadik

	Sainkho  NAMTCHYLAK – см. в ‘Alternative’
	
	
	
	

	Zbigniew NAMYSLOWSKI
	Air Condition
	2001
	37:31
	jazz-rock/fusion

label: Polonia Records (Warszawa), 2001

Zbigniew Namyslowski [a&sopranino s]; Adzik Sendecki [k]; Krzystof Scieranski [b]; Dariusz Kozakiewicz [g]; Andrzej Mrowiec [d]; Malina [perc].

	Andy NARELL - см. SAKESHO
	
	
	
	

	Roy  NATHANSON
	SELFHATERS
	1996
	53:59
	Roy  NATHANSON – см. тж. с: The LOUNGE  LIZARDS; The  JAZZ  PASSENGERS; Sanda WEIGL; Elvis COSTELLO;

Различные вариации составов, участвующих на дисках Roy Nathanson'а см. тж.: 

The LOUNGE  LIZARDS; 

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

The  JAZZ  PASSENGERS

Brad JONES;

label: Tzadik

Второй диск SELFHATERS см.: Anthony COLEMAN

Anthony Coleman (см.) [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

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

Roy Nathanson [sax, cl]; Anthony Coleman (см.) [p, d]; Doug Wieselman [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.

	Roy  NATHANSON
	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 (см.) [p, organ, sampler]; + Marc Ribot (см.) [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

	Roy  NATHANSON
	Fire At Keaton’s Bar & Grill
	2000
	49:16
	label: Six Degrees (San Francisco, CA)

Website: www.sixdegreesrecords.com 

E-mail: info@sixdegreesrecords.com 

Co-founder of The Jazz Passengers, New York's premiere, avant-jazz band, Roy Nathanson has created a piece of music theater in collaboration with lyricists Ray Dobbins and David Cale. "Fire at Keaton's Bar and Grill" tells the story of a bar and the cast of extraordinary characters who inhabit it. Aided and abetted by a wide range of musicians, Nathanson has created a mercurial suite of works that runs from dreamy, intimate ballads to tango to brash, street-smart jazz/funk.

"An extraordinary composer" --- "NY Magazine"
"Nathanson remains one of the only songwriters who can simultaneously shed a tear while raising an eyebrow. His typically inspired characters and musical combinations make "Fire at Keaton's Bar and Grill" an island of the mind, a place where you wish everybody knew your name."  --- Bob Blumenthal, "Atlantic Monthly"
"Not only can he play a baffling saxophone solo, but when you stand behind him on stage, he has no butt. In short, he has no buts at all."   --- Deborah Harry
vocals: Elvis Costello (см.), Nancy King, Kenny Washington, Deborah Harry, Richard Butler, Corey Harris, Juan 'Coco' de Jesus, David Driver, Darius de Hass, Charles Earland.

musicians: Anthony Coleman (см.) [p]; Bill Ware (см.) [Hammond B-3, vibes]; Hector de Curto [bandonion]; Marc Ribot (см.) [g]; David Gilmore [g]; Mike Marshall [dobro]; Curtis Fowlkes [trb]; Marcus Rojas [tuba]; Rob Johnson [tp]; Ned Rothenberg [a s]; Roy Nathanson [a&s s]; Jay Rodriguez [t s]; Sam Furnace [bar s]; Rob Thomas [vln]; Erik Freidlander [cello]; Brad Jones [b]; Ben Perowsky [d]; E.J. Rodriguez [d, perc, congas].

In the afternoon, Keaton's Bar was just mumbling geezers. Old men bunched over their beers, worming their bald, scarlet heads in the single shaft of sun that lit the bar. A lunch crowd dropped by, but it was fickle and hurried.

At night, shades drown, three tiers of spirit bottles lit against a long blue mirror, the tavern changed entirely. It swelled with a wonderful, half-mad assortment of regulars. Musicians, adjective-weary poets, bi-racial couples, queer folk and relatively normal, but empathic, jazz/blues lovers.

To me the place was Heaven. A place to drink till I was cross-eyed, talk about deep stuff and feel generally, and sometimes even individually, embraced. So many strong nights leaning there... so many sharp, struggling souls chatting up, propped up, fucked up... and the music was sweet and sad and hot. Wonderful.

It was at Keaton's that I was introduced to Mighty Burner Charles Earland's Hammond B3 sounds I recall Roy Nathanson's tenor and alto sax sailing bravely up and out alongside organ, southern trumpet, guitar, funk boss, vocals and a gold-chained attack drummer named Crusher. Unfortunately Keaton's burnt down... or was burned down. No one is quite sure. Most of us regulars were there... but no one is sure. It was a sudden, efficient, burger fat fire that hurled us onto the winter street and into a chilly-hearted world.

The songs and tunes in this recording are a kind of fragmentary recollection of the fire at Keaton's Bar. A digitized paean to the lovers and loons who gathered there. This project was Roy Nathanson's idea, and the tunes and much more are his doing. It is, as the cliche goes, a work in progress — somewhat like a soundtrack for a movie that hasn't been made.

I suspect nearly everyone who is likely to hear this recording has, or can recall, a similar beloved place... a shadow room where we misspent a part of our youth. So, beer or recovery seltzer in hand — here is to all those spots, still open or long gone, that abide by the slogan, "Anywhere I Bang My Head is Home. " ----- Ray Dobbins

	NATIONAL  HEALTH
	D. C. al Coda
	1981
	46:20
	Elton DEAN – см. Elton DEAN; тж. с: SOFT MACHINE; SOFT HEAP (в разделе ‘Rock’); 

jazz-rock

label: Voiceprint, 1995

Phil Miller [g]; Dave Stewart [k]; John Greaves [b]; Pip Pyle [d]; Ted Emmett [tp]; Annie Whitehead [trb]; Jimmy Hastings [fl]; Elton Dean [saxello]; + Richard Sinclair [v]; Barbara Gaskin, Amanda Parsons [backs]. 

	Marc  NAUSEEF
	Wun-Wun (a basic exponent)
	1984 
	37:23
	Marc  NAUSEEF - см. тж. c: Joachim   K(HN; DARK; Sylvie COURVOISER;
label: CMP

1. COLOTOMIX. Jack Bruce [v]; Mark Nauseef [reyong*, gender*, kempur* (* gamelan instruments tuned to the pelog system), mbira, aribm, modified conga].

‘Colotomix’ — the title of this piece is a combination of two words: 1) ‘colotomic’, a term invented by the dutch musician - scholar Jaap Kunst (1891-1960) to describe a system that marks off Music into temporal units according to the entrance of specific instruments in a specific order at specific times.  2) ‘mix’, according to the Meriam - Webster dictionary the word mix means: a) to combine into one mass;  b) to form by mingling components;  c) crossbreed. The piece ‘colotomix’ was written mainly for Gamelan instruments (Reyong, Gender, Kempur), which are metallophones and gongs from the island of Bali, and voice. Several cyclical sections of interlocking instruments are played, each section being marked off by the entrance of the large gong. The length of each section and the interlocking patterns played with each section were arrived at through mathematical means. It was not my intention with ‘colotomix’ to imitate Indonesian Music, but a chance for a western musician to create Music with some of the most beautiful instruments on this planet... with great respect. The vocal by Jack Bruce cannoot be described, only enjoyed.

2. LANGUAGE.  Jack Bruce [b, v]; Trilok Gurtu (см.) [v]; Walter Quintus [onaiprah, violin]; Mark Nauseef [d, onaiprah, PS-1, v].

‘Language’ — pays homage to one of the oldest languages known to mankind — drumming. The piece moves through various dimensions and shapes. The majority of the melodies are played by the drums as they play in cycles, phase, or play open (as in the drum solo in the second section). The common denominator regarding the assorted languages in this composition, as the players are from quite different places (India, Scotland, Germany and New York), is time... or rhythm... or movement... or whatever you call it, we all use it and need it. Actually the piece is just another one of those drum rituals (invite your neighbors)!

3. QUILTS.  Mark Nauseef [osi slit drum (designed by Oscar Schmidt), marimba, vacu-horn, chinese opera gongs, selnyen, balaphon, chime bars (bass, contra-bass and subcontra-bass), ‘magic drum’ (designed and constructed by Herbert Forsch), mbira (designed and constructed by Lothar Ahrens and Nauseef), v].

‘Quilts’ — is a dance piece composed mainly for mallet instruments such as marimba, slit drums, balaphon, chime bars and plucked instruments. The chime bars are instruments used in Music therapy techniques to help the deaf and hard of hearing. Intensive research with aurally handicapped children in scandinavian countries has provided documentary evidence of the importance of work with these instruments. Vestigial hearing is activated by the sound of the bars and contact vibrations are transmitted which can be perceived by the deaf, particularly in the relatively deep area of 90 - 380 cycles per second. Additionally the bars partly communicate their strong vibrations through the large wood resonators and partly through the loud sound impulses which the deaf person can perceive through his body in general. Also on this track there are various ‘homemade’ instruments designed and build by friends and myself. ‘Quilts’... is a patch-work dance.

4. JONES.  Jack Bruce [v]; Mark Nauseef [marimbas].

‘Jones’ — the song moves in (it will change depending on when you listen to it), the constant motion or ‘flow’ of the A(b) vibration will survive even when faced with impending danger or a herd of marimbas being played with thin wooden sticks in compound time signatures.

5. COLOTOMIX  II.  Jack Bruce [v].

‘Colotomix II’ — beauty, clarity, depth, space, power.

См. тж. заметки Steve Lake к следующему диску.

	Marc  NAUSEEF
	Let's Be Generous
	1991 
	50:48
	label: CMP

J. KUHN [p, k] (см.) / M. NAUSEEF [perc] / T. NEWTON [b] / M. TADIC [g].

  “Offhand, I can’t think of another drummer who has apprenticed himself to so many different masters in a comprehensive attempt to get to the bottom of the meaning of rhythm: Mark has studied Javanese Gamelan and drumming (см. в Etno section, Indonesia), Balinese Gamelan (см. там же), North Indian pakhawadj  drumming and theory, Ghanaian drumming and dance... plus 20th century Western percussion, jazz... He has performed the works of Lou Harrison (см.) under the supervision of the composer, played jazz with Joachim Kuhn, (см.) Steve Swallow (см.), George Lewis and numerous others, played rock with Jack Bruce, Gary Moore and the Velvets, guested with the Gamelan Orchestra of Saba, played congas behind Fela Kuti’s (см. Fela) saxophone, kit drums behind Rabih Abou Khalil’s (см.) oud, L. Shankar’s (см.) violin and, quite literally, the kitchen sink with Finland’s Sound & Fury. The list could go on. People complain that the term “world music” is too broad a generality to have any meaning but Nauseef, with uncommonly wide vision, makes a lot of sense of the Big Picture, pulling in ideas from a multiplicity of cultures and idioms and applying them in a subtle, undemonstrative manner. He makes the complex sound simple (many players attempt the reverse): when Mark plays polyrhythms or irregular meters, the listeners feels no compulsion to start counting or trying to spot the “one”, because the music feels as natural as breathing.” — Steve Lake

	Marc  NAUSEEF
	The Snake Music
	1994 
	47:56
	free-jazz / fusion
label: CMP

M. Nauseef with: M. Tadic [g]; David Torn (см.) [g]; Marcus Stockhausen (см.) [tp]; Jack Bruce [b]; W. Puschnig (см.) [as, hojak (Korean oboe)]. 

Rec. 1992-93. 

“Friends said, “You guys sound like snakes” and this was construed as a compliment... which it is. Lithe, twisting rhythms, sinous melodic lines, a serpentine glide and flow, rubato mowement — it’s the way of the asp. In South East Asia, where Mark Nauseef has spent much time, they say that a snake emblem (usually of the mythical serpent Naga) on the handle of the Kris lends a metaphysical power to the dagger-thrust. The snake defines the territory. So it is which the augmented duo of Mark Nauseef and Miroslav Tadic. When they invite other players into their music, they coil and circle around them, discreetly establishing the terms upon which the improvisation will develop, shaping the atmospheres. It’s a subtle manoeuvering — snakes are never bombastic — and suddenly even a musician as strong-minded as, say, Jack Bruce is singing and playing a little differently. The music itself could hardly be more clear. To specify why it is the way it is and to define  the sound-world that Nauseef and Tadic and their friends occupy is rather more complex. They are outstanding examples of a new kind of musician, immensely knowledgeable on the one hand, highly intuitive on the other, and standard critical vocabulary has no convenience labels for players of their stripe yet. Even the sympathetic writer, trying to pinpoint the character of this music may find himself swiftly washed up on the barren shores of hyphenation. World folklore-inspired, free jazz-influenced, space-sensitive garage-rock and ballads... with more than a passing nod to contemporary composition. Hardly a snappy summary. We can try and disentangle some of the elements...    In  The Snake Music  , the time is often insinuated rather than stressed: Tadic and Nauseef each have an excellent sense for this, knowing, as they stretch the pulse, that the other fellow will be holding his end up. And, for all the bright moments provided by the guest here, the duo is a complete band in itself. The way Miroslaw plays, with his sense of counterpoint and the bass mowement in his fingering, makes the presence of a bass player unnecessary. Than again, of Jack Bruce is ready to make a contribution to your record, who would say no? If the hallmarks of Torn’s disruptive style were pretty much established by that point (such as his self-professed determination to take, periodically, a razor-blade to the beauty of his lines), Stockhausen’s playing has improved immesurably in the interium. He is much more than an excellent technician now: the tone has filled out, the flow of ideas feels more organic.” -- Steve Lake.

	Igor  NAZARUK
	Pianographics
	1990
	
	 LP   I.N. [p]

	Igor  NAZARUK
	Forest Is Awaken
	1985
	
	 LP

	Igor  NAZARUK
	The Carpathian New Year Kolyada. Jazz Composition.
	1983
	
	 LP

	The  NECKS
	Sex
	1989
	56:06
	label: Fish Of Milk / Shock Records Pty Ltd. www.shock.com.au
one-track recording

Chris Abrahams [p]; Tony Buck [d, perc]; Lloyd Swanton [b].

www.thenecks.com 

Австралийская группа; вкрадчивый драйв со вкраплениями экзотических звучаний создаёт настроение лёгкости, стабильности и беззаботности. В смысле музыкальной содержательности там ничего не происходит – своего рода минимализм. Но чем ценен этот проект – в нём нет слащавости, присущей new age. Он сухой и ясный, никакой спекуляции на чувствах. Его даже не надо слушать, в том смысле, что не надо ожидать никаких событий. Чистый фон (даже похоже на репетицию музыкантов, которые просто хотят «сыграться»). Да здраствует минимализм!
The first thing that grabs me is Lloyd Swanton's loping, looping bass, a mesmeric and undulating throb that tugs this surprisingly odd hybrid music along. Tony Buck's pointillistic drumming, emphasising trickling cymbals and downplaying everything else, adds to the sense of serene minimalism, while overdubbed piano and Hammond organ by Chris Abrahams provide a sense of arching space. The first 30 minutes really takes its time over a relaxed, inoffensive and sedate trance jazz panorama. 

Swanton's bass starts out like the metronomic beat of Kraftwerk's "Autobahn". The intensity swells steadily, piano frills flickering as the rhythms gain slowly in strength. Halfway through, the rhythm lets up in favour of some fractious hurdy-gurdy noise while thunderous piano chords shudder across the mix — for what in some ways comes across as Easy Listening mood music, this CD does its best to avoid the obvious, and there are complex pleasures to be discovered beneath the undeniably appealing surface.

This is a hugely mature album, a rare spark of brilliance that essentially squeezes the jazz trio into Krautrock jackets. A marvel. 

--- BRIAN DUGUID, Wire

	The  NECKS
	Silent Night
	1996
	63:32 53:50
	label: Fish Of Milk / Shock Records 

CD 1: "Black" (one-track recording)

CD 2: "White" (one-track recording)

Chris Abrahams [p, organ, progr]; Tony Buck [d, perc, progr]; Lloyd Swanton [ac&el b].

	The  NECKS
	Hanging Gardens
	2000
	60:32
	label: Fish Of Milk – ReR Megacorp (UK) www.rermegacorp.com 

(dist. in USA: Cuneiform; in Japan: Locus Solus)

one-track recording

Chris Abrahams [p, Hammond, Rhodes, k]; Tony Buck [d, perc, samples]; Lloyd Swanton [ac&el b].

www.thenecks.com 

	The  NECKS
	Aether
	2001
	63:52
	label: Fish Of Milk / Shock Records Pty Ltd. www.shock.com.au 

one-track recording

Chris Abrahams, Tony Buck, Lloyd Swanton.

	The  NECKS
	Live
	
	53:24
	one-track recording

	Ben NEILL – см. в ‘Acid’
	
	
	
	

	NEW AND USED
	Souvenir
	1992
	65:06
	label:Knitting Factory (NY, USA)   www.knittingfactory.com 
Dave Douglas (см.) [tp]; Kermit Driscoll [el&ac b]; Mark Feldman [vln]; Andy Laster [a&bar s]; Tom Rainey [d].

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

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

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

	Phineas  NEWBORN, Jr.
	Look Out – Phineas Is Back!
	1976
	45:43
	label: Pablo.   Digital remix and remastering 1995.

Phineas Newborn, Jr. [p]; Ray Brown [b]; Jimmie Smith [d].

	Phineas  NEWBORN, Jr.
	C Jam Blues
	1989
	39:09
	label: King Record (Japan)

Очаровательное современное исполнение mainstream. 

 P.N. [p]; Ray Brown [b]; Marvin “Smitty” Smith [d].

C Jam Blues (Ellington)

Night In Tunisia (Gillespie)

The Champ (Gillespie)

Body And Soul (J. Green)

Take The ‘A’ Train (B. Strayhorn)

Harlem Blues (W. C. Handy)

Sophisticated Lady (Ellington)

Bye Bye Blackbird (R. Henderson)

	The  NEW  YORK COMPOSERS  ORCHESTRA
	Music By Marty Ehrlich, Waine Horvitz, R. Holcomb, D.Wieselman
	1990 
	61:09
	free  jazz
label: New World

Marty Ehrlich (см.) [t&s s, b cl](cм.); Ray Anderson (см.) [tp]; Art Baron [tr]; David Hofstra [tuba, b]; Robin Holcomb [p]; Waine Horvitz (см.) [p, organ, k]; Robert Previte (см.) [d]; Doug Wieselman [t s, cl]; Steven Bernstein (см.) [tp]; Jack Walrath (см.) [tp].

	The  NEW  YORK COMPOSERS  ORCHESTRA
	First Program In Standard Time
	1992
	67:58
	label: New World

Music by Anthony Braxton, Wayne Horvitz, Bobby Previte, Elliott Sharp, Lenny Pickett

	NEW YORK SKA-JAZZ ENSEMBLE
	Get This!
	1998
	50:20
	label: Moon Ska Records (NY, USA)

Devon James [g]; Freddie Reiter [s, fl, v]; Victor Rice [b]; Rick Faulkner [trb, v]; Johnnathan McCain [d, lead v]; Cary Brown [k, v]; + guests: Nathan Breedlove [tp]; Jay Nugent [g, surf g]; Mike Quarles [perc].

for information and bookings: www.flytrap.net 

	NEW  GENERATION
	Journal Of Jazz Immunology
	1995
	68:12
	“Ж. Д. И.” ещё одно доказательство того, что для нового поколения более органичен синтетический взгляд на прошлое. Авангардисты “всегда возврашаются”, как сказал о самом себе Арнольд Шёнберг. “Ж. Д. И.” регистрирует это с медицинской обстоятельностью. “Ж. Д. И.” — генетически русская (городская) культура: минор, скорее двудольность, чем четырёхдольность, ностальгические интонации саксофона. — Дмитрий Ухов.

	NEW  ORLEANS  NIGHTCRAWLERS
	Funkin / City
	1997
	71:33
	label: Rounder (USA)  http://www.rounder.com 
Kevin Clark [tp]; Barney Floyd [tp]; Ken 'Snakebite' Jacobs [t&bar s]; Peter Kaplan [snare&bass drums, cowbell, tambourine, rainstick]; Craig Klein [trb, v (#8, 11), cowbell, rugulator]; Tom McDermott [co-founder]; Jason Mingledorff [t s, cl]; Frank Oxley [bass&snare drums, cowbell, tambourines]; Matt Perrine [sousaphone, tambourine]; Eric Traub [t s]; Rick Trolsen [trb]; + guest musicians: Henry Butler [p (#4)]; Sista Teedy [v (#11)]. 

Crawl over to our web site at  http://ikoiko.com/nightcrawlers 
"The New Orleans Nightcrawlers play some of the most adventurous new music in the Crescent City today, with a sound that's as full of surprise as it is funky to the bone. The 'Crawlers work with the instrumentation of a traditional New Orleans brass band, but dare to visit musi​cal neighborhoods where no second line has gone before. At a time when New Orleans is jumping with new musical energy, the Nightcrawlers have added an edge to the scene with their engaging composi​tions, startling arrange​ments and outstanding soloists. Care to join the party?"

New Orleans. It's 'round midnight, or maybe a little later, and you don't even realize you're hungry until the street door opens and women with pots come in, dancing a bit to the fat, tuba-heavy pulse-beat syncopation of the brass band sec​ond-line music driving off the stage. This late-night lagniappe, the free midnight beans and rice, is one of the secret joys of New Orleans' brass-band club scene, and when the women open the pots, and the irresistible, spicy aroma of simmered red beans and rice, or gumbo, or whatever soul food delight fills the air—which isn't hard to do since most of these jukes are about the size of your living room—the only possible response is a heart​felt, "Heaven help me, mama, I'm in New Orleans." Suddenly you realize how famished you are, damn, starving to death here, thank God someone brought some eats, and you look around and even the wildest second-line dancers are making an involuntary gumbotropic surge toward the free food.

You would too if you'd spent half the night dancing (or even just listening) to the funky, street-parade, party-moving-down-the-street, if-you-ain't-dancin'-get-the-hell-outta-de-way post-primal bebop pumping from the horns of bands like Treme, Rebirth, Newbirth, Soul Rebels, Storyville Stompers, Chosen Few, New Orleans Nightcrawlers.

If you think that sounds like a lot of brass bands, you don't understand: In actual fact it's just the tip of the iceberg. Today, right now, steamy summertime 1997, New Orleans is in the midst of an extraordinary and totally unexpected musical renaissance. Over the last five years there's been an accelerating sense of musical excitement in the Crescent City. It probably started simmering in the early '80s, thanks to the Dirty Dozen Brass Band (см.) (and ultimately thanks to Danny Barker, beloved griot, fashion plate, tribal elder, and very badly missed) but it's driven now by blues dassicists like Snooks Eaglin, jazz masters like Ellis Marsalis, visiting professors like saxman Ed Petersen, wildmen like trumpeter/astrologist/ Sun Ra apostle Michael Ray hipster/DJ John Sinclair, radical zydeco aces like Nathan and Beau Jocque whose uptown gigs at the Rock'n'Bowl are always wall-to-wall, a huge bunch of start-up second-line brass bands, Irma (always), producer/ promoter/ record store impresario Jerry Brock, producer Scott Billington, keyboardist David Torkanowsky, and megatalented pianist Henry Butler. To name just a few, and in no particular order.

Suddenly there's more good, live jazz than anyone has time to listen to, and more clubs to hear it in, and it's all across the board: pure New Orleans and something more, second-line with a twist, down-home and high-end all at the same time. Some of it is right on the cutting edge—but you can still dance to most of it.

The New Orleans Nightcrawlers are at the epicenter of this musical explosion. This band wants it all: to shake your booty and hit that modern jazz edge at the same time. What could be more New Orleans than that?

This relatively young band, whose second cd you hold in your hand, started out when the multi-talented Tom McDermott (pianist, composer, arranger, journalist, car​toonist ...) contributed an arrangement to the Dirty Dozen's Jelly cd. Everyone dug it. The cd came out. McDermott got paid. Happy end. But when he offered the Dozen Heavy Henry, an original composition inspired by pianist Henry Butler, the Dozen passed.

"Look," thought McDermott, "I've written this song, I'll find musicians who want to play it." Trumpeter Kevin Clark and sousaphone ace Matt Perrine were happy to help McDermott find other musicians who wanted to start a band. Oddly enough, when McDermott first spoke to Perrine about starting a band, Matt had almost completed a tune that would soon become the band's signature piece: the unforgettable Imperial March (of the Nightcrawlers). (Obviously it wasn't titled yet.) In any case, both Imperial March and Heavy Henry (with Butler as guest pianist on the latter) are featured on this CD.

Perrine, currently music director, continues to play a leading role: His compositions and arrangements account for almost half the tunes on this CD, and his commanding sousaphone lead gives the band a unique authority. "I've spent a lot of my life playing mod​ern jazz on an acoustic bass and funk on electric," Perrine points out. "So I tend to think along those lines when I'm playing sousaphone."

Nor is that all. Any number of things set the Nightcrawlers apart from the current crop of second-line brass bands (wonderful as they are), but the main ones are the 'Crawlers' emphasis on solos, and a book of radically advanced arrangements.

Most New Orleans brass bands still follow the traditional style: collective improvisation in which the full voice of the band, all horns wailing at once, carries the weight of the music. One reason for that is the crowd of second-liners that follows the band in the street, demanding the driving groove that pushes a parade along. The 'Crawlers dig that unison groove too, as the funky, danceable tunes on this cd make clear. But these players have the chops to drop a serious solo or two on top of the arrangement.

McDermott, with a number of cds to his credit, has played piano around the globe as a soloist, and with the Dukes of Dixieland. Combining the credits of the other band mem​bers in the interest of space, we find live gigs and recordings with stars like Chuck Berry, Danny Barker, Dr. John, Ellis Marsalis, Maria Muldaur, Gatemouth Brown, MarvaWright, the Neville Brothers, Harry Connick Jr., Galactic, Maynard Ferguson, Smilin' Myron, Rosemary Clooney and Phish. Impressed yet?

With players this good, arrangers like Perrine, McDermott, and saxman Eric Traub can make serious demands on the band. At times the 'Crawlers sound like a Charles Mingus Workshop band: tight, daring, impeccable, dangerous, navigating high-velocity charts that would make most bands hide under the bed. At other times you may hear echoes of late Ellington—or even early Ellington. Of course all these elements are free-floating in the contemporary New Orleans brass band tradition, along with sounds of Horace Silver, Bobby Timmons, the Crusaders, the JB Moms, even some hip-hop and rap. But you'll seldom find them blended with such sure-handed confidence. "One of the wonderful things about the band," notes Perrine, "is that everyone has a slightly different impression of what he wants the band to sound like. So from chart to chart, the band's gonna sound different."

I started out with the midnight beans to make a point: A few months ago I dropped into the 'Crawlers' then-regular Tuesday-night gig at Joe's Cozy Corner, one of those great, tiny bars in the Treme district. No stage, just a space between the tables for the band to set up, and to get to the bathroom you have to make your way through the band. A typical set-up: the Crawlers are wailing, the bar is pouring drinks, there's a crowd of guys on the sidewalk setting the world in order, and the hours are passing very happily.

 Then a delectable, spicy aroma begins wafting through the room. I look around and there they are! The midnight ladies, Lord have mercy! And a huge pot of white beans is steaming away on the bar. So I think to myself, hmm, better get some of those beans before they disappear, but the band is only halfway through Chicken, and I am busy beat ing a ragged backbeat with a drumstick on a beer bottle, and two good-looking young women are dancing together, and people are shouting along with the music, and I notice that nobody else is moving toward the beans either. The groove is just too fine to lose, ani I the crowd is locked in, happy, in the zone.

In New Orleans, when folks ignore the beans and rice, you know the music has to be damn tasty. And so it is! The Crawlers' unique blend of good-time dance music and mod ern jazz cooks up into a scrumptious pot of musical eats.

Come and get it.

—Michael Goodwin, New Orleans, 1997

	NEW  ORLEANS  KLEZMER ALLSTARS
	The Big Kibosh
	1997
	64:10
	label: Shanachie Rec.

Ben Ellman [s&t sax, tambourine]; Robert Wagner [cl, bass cl, perc]; Rick Perles [vln]; Glenn Hartman [accordion, organ, p, prepared p, toy p]; Jonathan Freilich [ac&el g, sleigh bells]; Arthur Kastler [ac&el b, slide whistle, bicycle horn]; Stanton Moore and Kevin O’Day [d]; Cantor Steven Dubov [voc on #4].

«Easily the funniest and the wildest of the klezmer new wave... this exciting Crescent City sextet reivigorates the genre with jumping second-line beats, brass, and funk.» – Village Voice.

 «They kicked out the jams with their ‘funky Jewish music’, and spurred the entire audience into a dancing frenzy.»  -- Los Angeles Reader.

	NEW  KLEZMER TRIO
	Melt Zonk Rewire
	1995
	53:15
	label: Tzadik

Ben Goldberg (см.) [cl, bass cl; Fender reverb cl]; Dan Seamans [b]; Kenny Wollesen [d].

Leader Ben Goldberg, has performed and recorded with artists ranging from Cecil Taylor, to Alvin Curran to the Charlie Hunter Trio to Eugene Chadbourne (см.). Drummer Kenny Wollesen has played with Tom Waits, John Zorn's Masada (см.) and Dim Sum Clip Job (см.) among others. Bassist Dan Seamans lives in Vermont.
Melt Zonk Rewire, the second album by the California-based New Klezmer Trio, presents avant garde reinterpretations of traditional tunes and new compositions expanding the klezmer tradition.

Leader Ben Goldberg studied with jazz luminaries Steve Lacy and Joe Lovano, and has performed and recorded with George Lewis, Cecil Taylor, Bobby Bradford, John Zorn's Masada, Andrew Hill, Mark Dresser, Roswell Rudd, the ROVA Sax Quartet, John Tchicai, Phil Haynes, Alvin Curran, Eugene Chadbourne, and was the featured soloist with Wayne Horvitz and Robin Holcomb's New York Jazz Composers Orchestra at the 1994 San Francisco Jazz Festival. His clarinet can be heard on the upcoming recording by the Charlie Hunter Trio on Blue Note.

Gas Nine 

Sarcophagous 

The Haunt 

Thermoglyphics 

The Chant 

We Got There 

Feedback Doina 

Freilakh Nakht 

Hypothetical

The Shot

Distiller 

Phrases 

Fourth Floor

Starting Place

Лейбл Tzadik, основанный знаменитым авангарди​стом Джоном Зорном, вот уже много лет представля​ет слушателям современную еврейскую музыкальную культуру. И даже имеет свой подзаголовок-девиз «Радикальная Еврейская культура». Записи New Klezmer Trio являются одними из самых популярных в каталоге Tzadik. Лидер трио Бен Гольдберг так отзывается о концепции своего творчества «Когда мы начинали New Klezmer Trio в 1988, наша цель была оставаться в музыкальной традиции Клежмера так, как мы её понимали и в то же время использо​вать возможности и новации того, что называют «импровизационной музыкой» или «фри-джазом».

Возможно, именно удачное соединение традиции с новациями и обеспечило трио популярность.

Безусловно, это одна из самых интересных джазовых групп еврейской традиции. А их музыка способна зацепить не только джазовых фанов...   --- Play

	NEW  KLEZMER TRIO
	Masks & Faces
	1996
	53:49
	label: Tzadik (TZ 7112)

Ben Goldberg: clarinet, bass clarinet

Dan Seamans: bass

Kenny Wollesen: drums

1. Cardboard Factory

2. Hot and Cold

3. Rebbe's Meal

4. Up

5. Washing Machine Song

6. Galician

7. Mask and Faces

8. Haphazard

9. Bitonal Song

10. The Gate

	NEW  KLEZMER TRIO
	Shot for Something
	2000
	65:48
	label: Tzadik (TZ 7141)

Ben Goldberg: clarinet

Dan Seamans: bass

Kenny Wollesen: drums

1. The Because of

2. Short for Something

3. Fast

4. Sequential

5. Obsessive

6. All Chords Stand for Other Chords

7. Fomus Homus

8. Seven Phrases

9. Complicated

10. lbd

11. Halves

12. Fly in the Ointment

13. Freylekhs fun der Khupe

	James NEWTON
	Suite for Frida Kahlo
	1994
	57:26
	J.N. -- постоянный победитель “DownBeat readers/critics poll winners” в категории: Flute
label: AidioQuest (CA, USA)

James Newton
Flute

George Lewis (см.)
Trombone

George McMullen
Trombone

Julie Feves
Bassoon 

Pedro Eustache
Flute, Bass Flute, Bass Clarinet, Tenor Sax 

Kei Akagi
               Piano 

Darek Oleszkiewicz
Bass 

Sonship Theus
Drums and Percussion

1. The Verdict 10:04

2. The Price Of Everything (Severi Pyysalo) 8:37

3. Elliptical 6:16 

Suite For Frida Kahlo:

4. Mvt. 1 - Frida (Self Portrait 1937) 7:56

5. Mvt. 2 - The Broken Column 8:21

6. Mvt. 3 – Las Dos Fridas 3:50

7. Mvt. 4 - The Love Embrace Of The Universe 12:14

The inspirations to create art are many, but few are as inspiring as art itself. James Newton's Suite For Frida Kahlo, the four-part composition that is the centerpiece of Newton's first recording for AudioQuest Music, is ample proof of that statement, an inspired collection of music that paints a clear portrait of both musician and his subject.

Though best known as an innovative flutist (he's topped both Downbeat polls, readers' and critics', for the last 11 years), Newton is also a respected composer-arranger in both jazz and European traditions. On his highly acclaimed Blue Note release, The African Flower, he fashions the music of Duke Ellington and Billy Strayhorn in his own image with a blend of flute, violin, saxophone, cornet, vibes and rhythm section. He focused on another of his major influences on the 1986 paen to Charles Mingus, Romance and Revolution, which includes his masterful tribute piece, "Forever Charles."

In addition, Newton has composed chamber music, notably "The Lake Of Resolution," for flute and chamber orchestra premiered in 1990 by the Moscow Virtuosi conducted by Vladimir Spivakov, and the 1992 piece, "The Line Of Immortality," that has been performed by both the San Francisco Contemporary Chamber Players and the Los Angeles Philharmonic New Music Group. His ballet score, an electronic composition entitled "Gumbo Ya-Ya," was choreographed for the San Francisco ballet by respected African-American choreographer Donald McKayle. His first symphony, being written on a Guggenheim grant, is set to premier in Germany in 1995.

Here, Newton looks outside the world of music to the visual arts for inspiration. Long interested in painting, he pays tribute to the politically-conscious Mexican artist Frida Kahlo (1907-1954), whose keen sense of idea, imagery and color was expressed in a long series of startling canvases, most of them disturbingly revealing self-portraits.

"I chose Frida's work for a number of reasons," says Newton. "The depth, sensitivity, the way she dealt with her emotions in a multi-layered way, the political awareness and the understanding of her roots mixed with a vision of the future; the integration of these factors had a great effect on my inspiration to write."

There are multiple layers of inspiration in Newton's Kahlo suite as well. Originally commissioned by the Los Angeles Cultural Affairs Department in 1991, the piece additionally reflects the flutist's coming of age in San Pedro, California in a close-knit African-American and Latin neighborhood where he was immersed in both cultures. Intertwined with these emotions is the adventure of his first trip to Mexico City in 1991 and the time he spent there with composer Arturo Marquez (who, ironically enough, attended the same high school in La Puente, California as Newton) and harpist Lidia Tamayo, for whom he has written both solo harp and chamber music pieces.

Also in mind when he wrote the suite, as has been true throughout his career, was the influence of Charles Mingus, especially the revered bassist's Latin phases reflected in the 1957 recording Tijuana Moods and the music for "Todo Modo" heard on Mingus' 1976 project Cumbia and Jazz Fusion. "Mingus comes up in everything I do," Newton explains. "So there was this two-layered influence at work in Frida, the initial Mexican-American influence that occurred in California, and then the Mexican influence that came from my trip to Mexico City."

Applying a lesson learned from Duke Ellington and Billy Strayhorn's work on The Far East Suite, Newton let several months pass before he began to compose, so that his Mexican experiences could be more integrated into his own aesthetic. For its premier, Newton took the suite to the heart of the city, his alma mater California State University, Los Angeles, to bring it to one of LA’s most racially diverse areas. While the ensemble played, the Kahlo paintings that inspired each section were projected behind them.

The suite's first movement, "Frida," is based on Kahlo's 1937 self-portrait dedicated to Leon Trotsky, with whom she had a short affair and a deep, intellectual friendship. "It's a very formal likeness," says Newton, "but at the same time there's such a sadness, such dignity in her eyes. And the spirituality. So parts of the first movement are very tragic, and there are parts that are optimistic and there are certain elements that are very strongly jazz and Mingus-like, with a Spanish flavor." Also figuring into the mix was the style of Ellington trombonist Lawrence Brown, the music Marcus Miller wrote for the 1987 film Siesta, as played by Miles Davis, and the harmonic structures influenced by both Wayne Shorter and 20th century French composer Olivier Messiaen.

"The Broken Column" is one of Kahlo's most disturbing and moving images. Tragically injured in a trolley accident when she was 19, Kahlo faced a life of pain and surgery, mirrored in the painting by her split torso bound with straps and speckled with nails. "The pain and the horror of that accident and how she was able to come out of something so tragic and create such greatness, that's what I was chasing after. There are a lot of piercing intervals in certain sections and then there are intervals that are more consonant. It goes back and forth between this pain and moments of repose before moving on."

The shape of the phrases in "The Broken Column," Newton explains, were derived from a piece written by Japanese composer Toru Takemitsu called "In An Autumn Garden." But its principle musical influence comes from the work of his close friend and colleague, composer-clarinetist John Carter. "John had just died at the time I was writing. It was as if I was trying to imagine how John would feel about Frida. I was lamenting his death and celebrating his life at the same time. And I wanted to honor his style. There are a lot of different concepts in the piece that come out of John's music."

"Las Dos Fridas" pictures two, seated images of Kahlo, different, even con​tradictory in appearance, yet joined by a single artery that ties the hearts visible in each figure. "(The painting) represents a whole range of emotions. I thought of a number of her paintings when I wrote this piece and tried to take all of the emotion from them and pull that feeling from within me. Color was important. And the meter of the piece is changing all the time. It ends up being African in conception, because the length of the phrase balanced against the meter is related to what's being said. I wanted it to have a melody that people would remember. It's a very bittersweet piece."

Brazilian composer Villa Lobos provided Newton with harmonic direction for the suite's last movement, "The Love Embrace Of the Universe," based on Kahlo's "The Love Embrace Of the Universe, the Earth (Mexico), Diego, Me and Senor Xolotl," a work rich in symbols that shows Kahlo cradling her husband, muralist Diego Rivera, in contrasting light and dark shades. "I've been listening to Villa Lobos since I was 19 or 20," Newton says, "and have always gone back to him for influence. The piece also makes a bow to Ornette Coleman at the very end, the horns moving in a parallel motion while Sonship is creating this strong African polyrhythmic pulse."

While the arts have provided Newton with much of his inspiration, his political consciousness has also contributed. "There is a hopelessness that I see over and over in some of the children's faces when I give concerts in the inner-city. They just have no hope for the future. Life is not that treasured because much of the hope has been taken away. When I was growing up in the poorer part of the city, we could always find a job, something to do. Today, the jobs just don't exist for the kids. That's why we're in the predicament that we're in today."

"The Verdict" speaks to the events in Los Angeles that followed the beating of Rodney King. Newton says he was especially moved by the difference in the sentences given to the officers involved in the beating, and those given to the participants of the rebellion. "I was thinking how in the world can this city put itself  back together again? So the music makes a strong statement. There's a lot of dialogue going on which occurs quite quickly and simultaneously, representing all of the different elements and the intensity that I felt in the city at the time, how fast everything was running while the rebellion was occurring. But the musicians, like the people in the city, are also trying to relate to one another on a very high level."

The only piece in this collection not penned by Newton, "The Price Of Everything," was written by the Finnish vibist Seven Pyysalo, with whom Newton worked in Finland as part of the band Sielo in 1991. "The melody and the harmony captured a feeling and a spirit that is unique to Finland, though it could be played by anyone anywhere. And I was impressed with the title as much as I was with the music."

"Elliptical," says Newton, "is George Lewis and myself having a conversation on numerous planes simultaneously." Lewis, the Chicago-born trombonist and composer, has one of the most adventurous resumes in music, including work with Muhal Richard Abrahms, Anthony Braxton, Count Basie, Richard Teitelbaum, Caria Bley and Lester Bowie. His 1976 solo trombone album on the Sackville label stands as one of the greatest improvisational statements of its time. "The sense of exploration that George has with his instrument is very inspiring to me," Newton says.

The core unit heard here — Kei Akagi, Sonship Theus and Newton — has a history of some nine years. Akagi, in addition to his work with Miles Davis, Stanley Turrentine, Al Dimeola and a host of others, is a fine composer with a growing solo career. Theus, a master of color and shading and a scholar of African per​cussion and instruments, has been heard with uncountable musicians over the years. "I'm especially close to Sonship, and his contribution to this record​ing is collaborative in the most important sense," says the flutist. "Most of us in the ensemble, including Sonship, are very religious. And that takes the music to a whole new level."

When flutist Pedro Eustache came to the U.S. from Venezuela, he sought out Newton for lessons. "But I ended up studying with him," Newton states. "He taught me about sound and its use as much as anyone I've worked with." Newton first met bassoon​ist Julie Feves when both taught at Cal Arts in Valencia, California. Feves was in the ensemble that premiered his chamber piece, "Suffering Servant" for bassoon, tenor and eight instruments. "She found all the music that there was in the piece for the bassoon and made it into much more," he marvels. His use of the bassoon was suggested by its appearance in Mingus' "Todo Modo."

George McMullen, who Newton says is well-versed in Latin music and "loves the plunger," was in the ensemble that originally premiered Suite For Frida Kahlo. Newton first met Polish-born Darek Oleszkiewicz when the bassist was a student at Cal Arts. "He's a player that had studied the tradition of his instrument, both jazz and European, and could swing very hard, could play arco very well. He's been with my quartet for about four years now."

But the principal voice on this recording is Newton's, both in his improvisational work, which is vibrant, voice-like and as revealing as the paintings done by the album's namesake, and in his compositions which carry a depth missing in what these days passes as jazz. Much of what Newton admires in the work of Frida Kahlo — the range of her expression, her use of image and color and her deeply personal understanding of human suffering and joy — can be heard in his tribute to the painter. In turn, those who experience Newton's Suite For Frida Kahlo will find it a source of illumination and inspiration in their own lives.

Bill Kohlhaase -- Contributing writer, Los Angeles Times, L.A. Weekly

	Lauren NEWTON
	NEWTON, TUCHMANN, MOERTH, MUETTER:

“Timbre”
	1995
	54:53
	Lauren NEWTON – см. тж. с: Fritz  HAUSER; Jon  ROSE (в 'Alternative');
label: Leo

Lauren Newton [v]; Oscar Moerth [v]; Elisabeth Tuchmann [v]; Bertl Muetter [v, trb, conch shell].

Вокальный (в основном), авангардно-импровизационный проект, акцентирующий (и исследующий) тембральные возможности исполнителей.

Другие подобные эксперименты – см. Diamanda GALAS; Sheila CHANDRA;

After seven years of singing together, our music has become spontaneous composition and its congruities surprise even us at times. With our instrument, the voice, we move freely within a realm of sonance ever new.

	Lauren NEWTON
	Lauren NEWTON, Thomas HORSTMANN, Dirk ROTHBURST:

"TRIO L.T.D."
	1996
	67:07
	label: Leo

Lauren NEWTON [v, electronics]; Thomas HORSTMANN [g-synth, kalimba]; Dirk ROTHBURST [perc]; + Bertl MUETTER [trb, v (#1,2,4,6,7,10)].

TRIO L.T.D. music augmented by the voice and trombone of Bertl Muetter is built on the mutual understanding of improvisation. However, the listeners are also involved in their endless process of musical development. Recorded live during two sessions, this CD provides 67 minutes of breathtaking viruosity combined with subtlety and consideration.

1. L.T.D. 2:32

2. Bridges, Lights, Blues 10:59

3. Crosseyed 3:56

4. Should I Care?/I Should Care 6:25

5. Bushy-Tailed 5:49

6. Human Beings 2:55

7. Du, Oh! 4:37

8. The Calling 5:10

9. Flying Dung 5:25

10. Bric-A-Brac 6:07

11. Petchakucha 5:53

12. See Europe in Six Days 7:10

	Lauren NEWTON
	Lauren NEWTON & Joelle LEANDRE:

“18 Colors”
	1997
	65:05
	label: Leo

Lauren Newton [v]; Joelle Leandre (см.) [bass, v(#14)].

Transoxide Olive – 4’27

Chartreuse - 2'56

Firey Chromoxide Green - 3'57

Mars Yellow - 4'54

Cicciolina Pink - 3'43

Dragon Blood – 3’35

Irresistable Ryman White - 2'IS

Orange Comet Steel - 3'31

Alizerin Madder Purple - 3'15 

Oregon Fog Grey - 4'20 

Gold Head Ginger - 3'27 

Silvery Blue-Green - 3'33 

Naples Yellow French - 3'57 

Raw Umber then Burnt Ochre - 3'54 

Venetian Red - 2'41 

Stella Black - 3'04 

Cyanide Blue Charm - 3'04 

Safran Redwood - 4'30

LAUREN NEWTON & JOELLE LEANDRE

"The hearing of colours is so precise that it would cer​tainly be impossible to find anyone who would attempt to render the impression of gandy yellow on the piano keys or compare deep carmine to the soprano's voice."

--- W. Kandinsky, "Spirituality in art"
Grand and obstinate is the deasire of many an artist to attempt the "rapprochement" and convergence of different art forms. From Scriabin's (musician) la theorie des correspondances to Kandinsky's (painter) search of monumental art, numerous are those who set off on a quest to unite, to amalgamate, to fuse sounds and colours and seek the absolute. An utopian but nevertheless a passionate quest. How to reconcile sound and its ephemeral forms, which is what music is, with colour, a product of reflected light which becomes tangible? However, from colours in a melody to the rhythm in a painting the ambiguity remains and the attraction of the transposition is full of verve.

Conscious of the impossibility of this supernatural fusion, Lauren Newton and Joelle Leandre have taken on board colours in their essense, in their density, colours deter​mined by nature, colours of substance, browns, earthy ochres, verdant greens, lumi​nous yellows, sky blues & greys, flushy pinks, scorching reds... which frame at the opposite poles of the spectrum their "minimalist" aspect and rhythm, undulating whites of Robert Ryman and the geometric blacks of Frank Stella from the mono​chrome period. Avoiding the dead-end of pure colour or sound the musicians have preferred to search the matter, the texture, the doughiness by attempting the rap​prochement with the aid of "concrete" sound; sound not organised according to con​vention (melody-rhythm-harmony) but scattered, dispersed, distributed in the many recesses permitting to cover each layer of music. The sound settles on a kind of tran​sient surface with the high notes of the voice representing different shades, whereas the low notes of the double bass representing substance and depth -- elements which remain indivisible.

All sorts of sounds spring from their two instruments and their "bodies": discontinuous singing, onomatopoeia, hummings, whispers, pointillistic sounds, scraps of words, bizzare effects, borborhymes, smacking of the palate, tongue whistles, groans, scraping, lamentations, sighs, little cries... or else modulations, meandering vocalizations, long held notes, large intervals which cross over, confront, hurl themselves or which bear down on the waves, contrasts, dissonances, explosions, punctuations, grating the bow, striking the cords, chattings and resonance, or on the con​trary the hollow of wood. More rarely we hear a pizzicato which builds a few lines of force or installs a few points of  support when the musicians find themselves at times in a kind of unison. But beyond the apparent disparity of these 18 pieces of musical textures, accounts, and varied interpre​tations there does emerge the unity, a tonality, which through the chosen "colours" and within the limits of the time scale give an instanteneous overall form. Contrary to a purely intellectual or abstract approach Joelle Leandre & Lauren Newton have actually sought the meeting point between matter (the earth) and space and have tried to explore that impalpable plane we call "surface". "Plastic" works in movement, their 18 resonant pictures are first of all 18 carnal encounters, which are different ways of understanding what, at the end of the day, links colours and sounds, that is to say, create their own harmony.

---- Jean Buzelin

	Giancarlo NICOLAI  &  Regula NEUHAUS
	
	1992
	61:12
	label: Leo

Giancarlo Nicolai [ac&el g, perc]; Regula Neuhaus [vibro-harp, v, perc].

Rec. in Zurich and Bern, Switzerland.

Один из самых ярких, самобытных и красивых проектов в современном джазе.

	NO SPAGHETTI EDITION
	Listen... and tell me what it was
	2001
	70:44
	free impro

label: SOFA

No Spaghetti Edition in order of appearance:

Maja Ratkje – voice, electronics

Ingebrigt Flaten – double bass

Ingar Zach – drums/percussion

Pat Thomas – piano, electronics

Frode Haltli – accordion

Tonny Kluften – double bass

Ivar Grydeland – guitar

Axel Dorner – trumpet, electronics

Rolf Erik Nystrom – reeds

Hakon Kornstad – reeds

Paal Nilssen-Love – drums/percussion

Oyvind Torvund – guitar

 

No Spaghetti Edition is an improvisation ensemble with different line-ups for each project. This presentation includes ten of the most active Norwegian improvisers, the German trumpet player Axel Dorner and the English keyboard player Pat Thomas. The music is a mixture of acoustic and electronic sound, improvised live in studio.

The recording consists of eight spontaneously and instantaneously composed pieces of music and except for one piece there are no sketches. This leaves the musicians the thrilling task of creating music as a part of the ensemble and as individual players with a solistic approach — all the time focusing on the musical development and to push the music further into new directions.

"This CD certainly should be added to the list of more successful ventures into large group improvising." 

-- Eugene Chadbourne (см. в 'Alternative')

"Who would have thought that Scandinavia would become such a hotbed for free improvisation?" 

-- Michael Rosenstein, Cadence, March 2002

"The orchestra is a different beast to other improvisation orchestras and achieves a genuinely unified ensemble sound." 

-- Jazz Review October-2001

"Listeners interested in a so-far-unheralded group of players and a raucous good time program of improvisation should investigate this session. Most of the musicians are unjustly unknown at present, but with luck, many folks will soon know about these fjord freedom sounds." 

-- Ken Waxman, Jazzweekly 30/08-2001

	NORTHERN LIGHTS
	Stillness In The Solovki
	1998
	49:17
	label: Long Arms

Vladimir Miller [p, k]; Vladimir Rezitsky [a s, fl, jaw harp, melodica, v]; Ken Hyder [d, perc, v, ektara, electronics].

http://www.hyder.demon.co.uk 

rec. in London, 1996.

Живот рече:
- Кто ты, о страшное диво? Кости наги, видение твое и голос твой - говор водный. Что гадает звон косы твоея, поведай мне? 

Смерть рече:
- Я - детям утеха, я -старым отдых, я - рабам свобода, я - должникам льгота, я - трудящимся покой.
Живот рече:
- Почто стала на пути моем и говоришь немо? Пойди от нас, Смерть, в темны леса, за сини моря. А, се, я тебя не боюся! 

Смерть рече:
- Пусты темны леса, усохли сини моря. Стану с тобой смертною игрою играти. 

Живот рече:
- Тише вешней воды, ниже шелковой травы, откуда приходишь ты? О Смерть, не хочу тебе! Кому будет волосы кудрити, и лице наводити, и лазореву одежу носити? 

Смерть рече:
- Молодым-молодехонек, зеленым-зеленехонек, о Живот, красота твоя сердце мое услади. И любовь моя быстрее быстрой реки, острее острого ножа. 

Живот рече: 

- Ты косец, коси ты нивы твои, к жатве спеющие. Я – плод недозрелый, я возрастом юн. Здесь нет тебе дела!

Смерть рече:

- Коль сладка словеса твоя, слаще мёду устам моим. О Живот, слышишь ли звон тетивы на луке моем? И, се, из острых остра смертная стрела, тебе уготованная.
Живот рече:
- Ох, увы, увы! О, Смерть, неужели я умру и не будет меня, точно меня и не было?! 

Смерть рече:
- Сребролукого Феба пленивый и всепетую Афродиту низложивший Исус Христос, над богами бог, и той вкусия мене, горькую смерть, и в мрачный сошёл Аид.

Живот рече:

- О смерть, власть твоя над людьми и богами! На что тебе трепетная моя юность и бледная моя красота?! 

Смерть рече:

- День гонит ночь. Скоро кочета звопят. О живот! Время тебе снятися с души – и умереть...

Живот рече:

- Ох, увы, увы! О Смерть, отпусти меня до утра! Я пойду, я возьму от любящих меня последнее целование...

Смерть рече:
- Не имей другу веры, не надейся на брата. Днесь целует тебя, а завтра забудет. Днесь слава угасает и любовь. 

Живот рече: 

- О други мои милые, о братия моя! Вот я отхожу от вас, как дым расходится, как вода разливается, как огонь угасает...
--- Борис Шергин
1. Тени с неба после лёгкого снега

2. Эго Васи в охотничьем домике

3. Столбняк на Соловках
4. Берёзовые веники и бани

5. Белые куропатки в Лайриг Гру

	NUNU!
	Klezmo-Copter
	1997 
	63:05
	folk-jazz 

label: TipToe (enja)

Willie Jakob [a s, v]; Mic Oechsner [violins, accordion, mandolin]; Leopold Gmelch [tuba, bass trombone]; Ulrich Graner [g]; Uwe Schwidewski [el&ac bass]; Marika Falk [dombak, darabuka, talking drum, caxixi, rik, daf, cajon].

East and West. Like a time machine NuNu!’s world of sound creates new fairy-tales straight from the soul of traditional music, turning them into vivid sequences. Love and despair, humor and anarchy, mysticism and madness, yearning and sensuousness are the catalyst behind the rendezvous of the continents.

	NUOVA CONSONANZA
	Musica Su Schemi
	
	39:41
	improvisational music
label: Ampersand (Chicago)  www.ampersound.com
recorded at Ortophonic Recording Studio, Rome

originally released in 1976 on Cramps Records

Gruppo di Improvvisazione Nuova Consonanza:

Franco Evangelisti – p, perc

Egisto Macchi – perc, strings

Ennio Morricone – tp, fl, vln

Antonello Neri – p, various instruments

Giovanni Piazza – horn, fl, vln

Giancarlo Schiaffini – trb, wind instruments

MUSICA SU SCHEMI

…It must absolutely be added that the essence of improvisation flows from the distribution of individual energy placed at the service of a colective idea. It is clear that the composition with its writing-linked procedures, maturity of reflections and over all coordination should offer a greater guarantee when faced with the improvisation with its immediate solutions of its momentary and mnemonic processes. However, it is also true that the "sonorus occurrence", its end result, is the only reality. It is also true that works composed, i.e. written, can be very ugly or academic due to fact which have absolutely nothing to do with the way they are proceeded with. The myth that is going round about improvisation should be exploded, i.e. its only way of existing is purely its happening. In other words "improvising as improvisers" and therefore abandoning any form of exercise, perhaps applying to the gestures of primitive peoples without knowing that those so-called primitive civilizations also exercise in depth. On the subject of group improvisation, I have sought to establish the historical and technical reasons and the logical consequences of a certain way of operating but I cannot fail to note how the practice of composition with all its history has brought us back to that original fact which lies behind any music: improvisation and how it all came about in a moment where everything tended towards technicism. I personally interpret this tendency as an instinctive act to save oneself when faced with this disturbing epoch of technical inventions and social revolutions which forces one to desire to take refuge in an original fact by means of expression, and to assure oneself absurdly that the magic continues.

-- Franco Evangelisti

	Burhan OCAL – см. в файле 'Asia I'
	
	
	
	

	(Larry OCHS)
	ROOM:

“Hall Of Mirrors”
	1991
	57:43
	Larry OCHS – см. c: ROVA Saxophone Quartet; Fred Frith;

label: Music & Arts (CA, USA)

Chris Brown (см.) [p, k, perc]; Larry Ochs [sopranino&tenor s]; William Winant (см. тж. с: Chris BROWN) [perc, vibes]; Scot Gresham-Lancaster [live electronics].

1. Three to Two

2. Still Dance

3. Wavelength

4. Hall of Mirrors

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	Larry OCHS
	The Secret Magritte
	1995
	56:41
	label: Black Saint

Rova Sax Quartet (см.) (left to right): Bruce Ackley [soprano & tenor sax]; Jon Raskin [bar & a sax]; Steve Adams [a & sopranino sax]; Larry OCHS [tenor & sopranino sax]; with the musicians: Lisle Ellis (left ch) [b]; Barry Guy (right ch) [b]; Chris Brown (right ch) [p, k]; Marilyn Crispell (см.) (left ch) [p]; William Winant [vibes, marimba, perc].

  The Secret Magritte was written in 1993. I had earlier that year written several pieces for saxophone octet (Figure 8). Certain procedures that had been used in those compositions were begging for reuse. For example, through one part of the compo​sition Tracers, the sax octet was divided into two quartets which interacted as if they were two individuals playing a duet. Simi​larly, in Magritte, I divided the group into three units for much of the piece: the four saxes comprised one unit, the basses another, the pianos and vibes a third. These units then per​formed "trios".
Because the piece was being composed for a festival in Belgium, I began looking at the Belgian artist Henri Magritte's paintings, trying to draw inspiration from them. I decided to make a piece that told a story, but within that story events would occur and recur, and "musical objects" would float through the music attracting the listener's attention and redefining the music. No specific story would be told but, rather, an impressionistic one open to varied interpretations, all "correct."
In The Secret Magritte as in most all my compositions, I am primarily interested in creating music that operates as a spring​board for musical invention by each of the players; that allows him/her to expand the concepts and limits of the given compo​sition to make a creative statement. (This is something that this music has in common with the jazz tradition). Some pieces work better than others. For example: When the Nation Was Sound, which I love and which I consider to be a very well realized piece on its Black Saint recording is, nevertheless, a little too tightly constructed. This isn't easy to explain: one is always trying to compose a complete piece - a closed system - while at the same time providing opportunities for the musicians to find new things in their own playing and to do so while staying within the spirit (character) of the piece. But sometimes the composer creates a piece that is too constricting. The piece works as a piece but fails to some degree as a vehicle for the contributing improvisor/ performer.
At other times a piece might end up being too loose. When that happens, the performer has plenty of room to express, but the composition might as well be anything at all - the composi​tion lacks definition and hence reason for being. There needs to be a balance whereby the composer has his or her say, and thus the piece is recognizable from performance to performance - distinguishable from other works of that composer - while, at the same time, each player has the freedom to bring his or her improvisational abilities to the piece, to make parts of the piece expand beyond the imagination of the composer. Nation failed in this way; there wasn't a lot of room for it or the musicians to grow. On the other hand, The Floater (on Rova CD: The Bureau of Both) set up a beautiful space within which there were infinite gradations of possibility; despite it's being eight years old, I could easily imagine continuing to perform it.
As with The Floater, I have a good feeling about The Secret Magritte. Practically speaking, the size of the group makes multiple performances unlikely. Musically speaking, however, the orchestral possibilities for the piece would allow for many, always "new" performances.
Following these notes is a map of the piece. This map is my score minus the actual notation. The word "NOTATION" written on any player's part at various points in the map indicates that the player has specific written music to work with at that point in the piece. Some of this notation is played exactly as written; some is to be interpreted rubato; some is used as a reference, as a cell from which to expand. The five sax cues in section 1 are very brief notated events, played exactly the same each time; they act as cues for entrances, exits or change in sound color of the group music. The notation in 2.12, on the other hand, is there to be referred to by all players in a particular grouping. The use of it is mandatory, but the order in which it is employed, how much of it is played, and the actual way it is performed is up to the individual improvisor. Familiarity with all the given elements is essential.
In all sections each player has a role to fulfill. The character of that role is fully described by me as composer. And each player not only knows what his or her role is in a particular section, but also where he/she must take the music - develop it - over the length of that section.
For example, the piece begins with a bass duo (1.1 on the map), notated only briefly. The bassists are asked to use the notes of the melody to improvise a related duo for approximately two minutes, building towards a more energetic reprise of the opening line. That's simple. A more complex set up occurs in 2.12. Here the improvisation is a trio improv. but, as previously mentioned, it is a trio consisting of three groupings rather than of three individuals. Grouping 1: two basses; grouping 2: four saxophones; grouping 3: pianos and percussion/vibes. Each group has a set of verbal rules and / or notation to use in creating a persona for their group. Each individual is responsible for keeping the group's character coherent while - at the same time - listening to the other two groups to be sure that the "trio" is playing together. I had originally thought a conductor would be necessary for this piece in order to be sure that the denser sections such as 2.12 would work, but by dividing the 9 individu​als into 3 groupings, I think I solved the problem.
The piece is divided into five sections, each section having a distinct character or energy. The numbered subsections on the map are of differing lengths. In fact, some of these numbered subsections merely indicate the entrance or exit of a musician. Others last less than ten seconds; longer subsections (one minute or more) have a fermata over the number as a reminder to performer/composer that the section is to be allowed to develop. All the numbered subsections must occur in a given performance. They are what give The Secret Magritte its unique shape, character and personality. In other words, all these sound-events, though not strictly notated, are strictly structured by the composer and sound generally the same from perform​ance to performance. Actual pitch/sound selection can be totally different however, as can the path taken from "A to B to C". These variations are what make performing the piece exciting for the improvising artist, and these options are intended to allow the improvising artist to exploit his/her own individual capabilities. Again, this is where my music crosses with jazz - or Indian ragas - or any music that involves both improvisation and composition. A big part of the success of this music is in the choice of musicians. For The Secret Magritte I picked eight musicians who have spent a lot of time working with composers writing in this medium. In fact, all the performers on this CD, with the exception of Mr. Winant, themselves compose this style of music, and I recommend that you seek out CDs including their compositions for other examples of work in this medium. The four saxophonists are all, of course, in Rova. My favorite recorded example of Steve Adams' works is on the Rova CD: Long on Logic (Sound Aspects; Germany). He also has CDs of his own on the Nine Winds (California) label. Excellent pieces by both Raskin and Ackley are on a Rova live recording This Time We Are Both (New Albion; California). Lisle Ellis has a CD on Victo (Canada) called Elevations; a new CD on Black Saint - entitled What We Live Fo(u)r - will be released in early 1996. Marilyn Crispell is featured on the great Anthony Braxton Quartet record​ings. Her own CDs are on Leo (England), Music + Arts (Califor​nia), and Black Saint. Of her recent releases, I particulary like Santuerio (Black Saint). Barry Guy is the composer / leader of the London Jazz Composers Orchestra. The classic release is Harmos, but all the CDs by this group (on Taktlos, Switzerland) are worth investigating. Chris Brown composes music in this genre for acoustic instruments and interactive computer elec​tronics. His compositions with the group Room (of which both William Winant and I are members) are out on three CDs; the most recent, Hall of Mirrors,\s on Music + Arts. [ I also want to mention his 1995 CD Lava (Tzadik/ New York). Although this piece does not include improvisation, it is absolutely influenced by Chris' work in this medium. And I believe that this CD will eventually be considered one of the most important recordings of the last decade of this century.] William Winant, while not a composer in his own right, can be heard on CDs by John Zorn (Krystallnacht and Elegy on Avant/Japan), Anthony Braxton (Com​position 107 on Centaur/Texas), Mr. Bungle (Disco Volante l Warner Bros.), and Alvin Curran (Animal Behavior / Tzadik).
I mention all this for the new listener. This type of music -whatever it's name - is here to stay. It's exciting, it's involving for the listener, and hopefully it provides a little bit of light in a rather dark period of cultural and political history.
— Larry Ochs

	(Larry  OCHS)
	ROOM: 

“Hall Of Mirrors”
	1991
	57:43
	label: Music & Arts (CA, USA)

Chris Brown [p, k, perc]; Larry Ochs [sopranino&tenor s]; William Winant [perc, vibes]; Scot Gresham-Lancaster [live electronics].

A typical room has four corners, but depending on how you look at it, a corner is an intersection of two, three or four different planes. In parallel fashion, ROOM is a unit defined by the meeting of its four individual members—Chris Brown, Larry Ochs, William Winant, and Scot Gresham-Lancaster — with each musician representing a vast field of musical possibilities and each field ebbing and flowing according to demands of the moment.

Individually, the ROOM members have long been tugging at the elastic potential of music. Pianist and electronics designer Chris Brown has performed his music frequently at the New Music America Festivals and extensively throughout Europe, and he has composed commis​sioned works for the Berkeley Symphony and Rova Saxophone Quartet. Since settling in the San Francisco Bay Area in 1978, the Illinois native has built his own electro-acoustic instruments, co-founded an electronic music label (Artifact Recordings), collaborated in a computer music band, The Hub, and taught at both Mills College in Oakland and the San Francisco Art Institute.

Saxophonist Larry Ochs is best known as a founding member of the San Francisco-based Rova Saxophone Quartet, the innovative all-reed group that abolishes the boundaries between composition and improvisation, both in its original pieces and in collaborative works with such composers as Terry Riley, John Zorn, Alvin Curran, Butch Morris, Fred Frith, Henry Kaiser, and others. Rova's 1986 album, The Crowd, featuring Ochs' extended compositions "Room" and "Knife in the Times," was cited by Wire Magazine as one of the top fifty albums of the 1980s, and two albums documenting the quartet's 1983 and 1989 tours of the Soviet Union, Saxophone Diplomacy and This Time We Are Both, vividly capture Rova's border-crossing brilliance.

Percussionist William Winant transcends the current "world beat" fascination with African, Carribean and Latin American rhythms by extending his drumsticks, mallets and fingertips into and beyond Pacific Rim musical territories, and by performing with such avatars of music as Kronos Quartet, Steve Reich, Anthony Braxton, David Rosenboom, John Zorn, and Frank Zappa. A faculty member at Mills College, principal percussionist with the Cabrillo Music Festival and the San Francisco Contemporary Music Players, and one-third of the acclaimed Abel-Steinberg-Winant Trio, Winant has had compositions written for him by Terry Riley, Frederick Rzewski, Gordon Mumma, Alvin Lucier, and Somei Satoh, and has recorded pieces by John Cage, Lou Harrison, Morton Feldman and others.

Electronic musician Scot Gresham-Lancaster has been exploring and bending the musical frontiers of computer technology for the past twenty years. Since studying music at Mills College with Blue Gene Tyranny, Robert Ashley, and Terry Riley, he has served as Technical Director of the Centerfor Contemporary Music at Mills, as well as audio engineer and lecturer in electronic music at California State University at Hayward. In The Hub, with Chris Brown and others, Gresham- Lancaster reintroduces the elements of unpredictability and surprise into the circuitry that connects computer programming and human performance, so that technology enhances rather than replaces the fundamentally social nature of group music-making.

In ROOM's music, it is often impossible to differentiate between the so-called "natural" and the machine-generated sounds. Here, the electronics are active participants, playing hide and seek with the other instruments of the ensemble. Interactive computers, processors, and synthesizers form an animated net, catching, holding and propelling moments of sound in a web of interrelationship. Although the elec​tronic technology is indispensable furniture in this room it becomes virtually indistinguishable as anything otherthan one of many musical components during the creative process.

Moreover, the music you hear on Hall of Mirrors is the music that was made on the spot. The electronic processing and percussion samples on "Three to Two," "Still Dance," "Wavelength," and "Hall of Mirrors" were all performed in real time as integrated aspects of the music, and not added to the music in post-production. In "Hall of Mirrors," for instance, the progression of electronic echoes and effects resulted from interactions between the players and the electronics, mediated by the keyboard player and a computer program.

What you hear on this second ROOM recording — the first was a 1989 trio release on Sound Aspects — encourages you to abandon widely held dualities around which we organize so much of our "common sense" understanding of the world, such as inside and outside, acoustic and electronic, harmony and dissonance, reason and feeling, structure and freedom, What you won't hear are the oft-reworked cliches of 20th century composition, jazz improvisation, or world music fusion. It's a place where the musicians are daring enough to wander weightlessly through empty space or be sucked into the gravity of a super dense black hole, sound hard and steely at one moment and expose their emotions at another — most certainly a room with a view of its own.

© 1992 Derk Richardson

	Anita  O’DAY
	Rules Of The Road
	1993
	65:52
	Anita O’Day [voc] with Jack Sheldon Orchestra.   

Sings jazz standards.

   Anita O’Day has defined the art of jazz singing over 50 years. What makes a great jazz singer? Run the voices of the masters through your mind, and definition starts to form. All of them have an instantly recognizable sound, and a style as individual as a thumbprint. They take a unique view of a song’s possibilities, reconceiving phrases in a way that is a surprising as it is logical. Underneath it all is the musicanship to make their risks pay off — or at least to make the attempts interesting. And their work endures, thanks to its individuality. Other singers try to imitate them, and emerge merely as imitators. 

   Striding out with poise and authority, O’Day beamed at a grateful audience, places a glass of water on the piano, and got down to business. We heard a swinging, inventive, genuinely hip voice that responded to the challenges of the moment, not to any preconceived formula. Even in a repertoire that her fans knew well, she breezed through her hour-long set with a refreshing spontaneity. O’Day once defined her brand of jazz as “singing what is happening now”. Decades later, the present holds just as much promise for her. The singer’s tumultuous life, captured in her autobiography ‘High Times, Hard Times’, is now a part of show business legend. But somehow she has emerged with her sense of humor and her sanity intact — not to mention a style that still overflows with zest and creativity.  “O’Day’s interpretive abilities and nerve remain intact,” wrote the New Yorker, “homage, by now, is certainly due her.” The range of moods is vast, but O’Day is a stranger to none of them. When she cautions us in the closing track to “look down, look down that lonesome road / Before you travel on,” she does so with the authority of a woman who has smiled in the face of some of its toughest pitfalls. The rules of the road are Anita O’Day’s Bible — and happily, the road before her is still unfolding.   — James Gavin, New York Times’ publisher.

	O.G. FUNK
	Out Of The Dark
	1993
	50:48
	funk

label: Polystar / Rykodisc

Produced by Bill LASWELL (см.) & Billy ‘Bass’ NELSON.

Engineering: Robert MUSSO (см.).

1 YEAH,YEAH,YEAH

2 FUNK IS IN THE HOUSE

5 FUNKADELIC GROUPIE

4 MUSIC FOR MY BROTHER

5 I'VE BEEN ALONE

6 I WANNA KNOW

7 DON'T TAKE YOUR LOVE FROM ME

8 OUT OF THE DARK

9 ANGIE

BILLY "BASS" NELSON -- 4 AND 8 STRING BASSES, GUITARS, VOCAL 

JEROME "BIGFOOT" BRAILEY -- DRUMS
BERNIE WORRELL (см.) -- HAMMOND ORGAN, ELECTRIC PIANO, SYNTHESIZERS 

ROBERT MUSSO (см.) – GUITARS

NICKY SKOPELITIS (см. c: MATERIAL) -- GUITARS

SPACEY T. SINGLETON -- GUITARS 

BLAKE SMITH -- GUITARS 

BILLY SPRUILL -- GUITAR 

GRANDMASTER MELLE MEL -- VOCAL 

PRINCE WHIPPER WHIP -- VOCAL 

GARY MUDBONE COOPER -- VOCAL 

BERNARD FOWLER -- VOCAL
GROUP VOCALS -- BILLY BASS NELSON, GARY MUDBONE COOPER, BERNIE WORRELL, C-DOO, BILLY SPRUILL, MARQUE GILMORE, PETER WETHERBEE, J. MAXIMINA JUSON, LATASHA NATASHA DIGGS, CHRIS ASHLEY, SEKENYA NELSON, ARCHIE FORD.

	Pauline  OLIVEROS
	The Roots Of The Moment                         
	1990 
	58:17
	Pauline  OLIVEROS – см. тж. с: Susie IBARRA ('Alternative');

Нечто подобное такой avant/free/ambient музыке для аккордеона – см. Kimmo POHJONEN; MISS MURGATROID;

label: hat ART

Pauline  Oliveros  [accordion in just intonation in an interactive electronic environment created by Peter Ward].

1 track recording

“Pauline Oliveros has a somewhat undeserved reputation as a kind of Grandmother of New Age. Perhaps her early albums with The Deep Listening Band are to blame, taking free Improv into hitherto unimaginable realms of subtle reverberation, courtesy of some remarkable underground acoustic spaces. But Oliveros has always been a far more diverse, and indeed pivotal artist, and she's never shied away from dissonance. Her pioneering experiments with electronics and tape loops, and an interest in experimental drama, led on to the development of Deep Listening — that is, guided group improvisation which emphasises the social and participatory aspects of hearing. More recently, she's restored that wheezy, groaning monster, the accordion, to a place of rightful respect, and developed the Expanded Instrument System with various colleagues.

This music is deep uneasy listening.”

--- Brian Duguid, Wire
Known as a pioneer in the field of music, Pauline Oliveros is the originator of SONIC MEDITATIONS, a form which has come into its own in the last two decades. In 1968, while she was living in San Diego, Oliveros published an article on the techniques. Since then, the world has caught up with the concepts put forth by this original thinker, and now many musicians use these techniques in their work. Within the past few years however, Pauline Oliveros has brought her original concept to a new level in solo performances throughout the world. She is the Artistic Director of the Pauline Oliveros Foundation, which seeks to provide administrative and technological support for innovative artists. She is the author of a new book entitled “The Roots of the Moment: Interactive Music and Collaboration”. From this book:  “My music is interactive music. It is interactive in the sense that participants take a share in creating the work. I have composed the outside forms, the guidelines for ways of listening and ways of responding. These forms and guidelines, if worked with appropriately, give the participants a creative opportunity to compose and perform simultaneously and to increase their musicianship. In the body of work called interactive music I have redefined the responsibilities of the composer, the performer and listeners by asking that everyone share in the creative listening process. None of us who compose and improvise music can claim credit for inventing music. Music is a gift from the universe. Those of us who can tune to this gift are fortunate indeed. We are interacting with this gift and sharing with millions of musicians who have preceded us, who are simultaneous with us and who will succeed us. We can help other to learn to listen and participate by listening as a lifetime practice. We listen to make finer and finer distinctions in tone, sound and rhythm.”

“One thousand wings. One emerging form. Rising toward the stars, setting the night valley ablaze, the great wings open and catch the air. Sparks fall from trailing plummage —  rivers rush to golden volcanic flow. Sound swells the perfumed land, and animals, stirred from too long sleep begin to prowl. Lions, tigers, elephants, snakes —  and magnificent creatures no one has seen these past five hundred years —  join each other as in ancient times, moving now in slow celebration. The phoenix is reborn.”  —  Pauline Oliveros likes to tell the story of the origin of her favorite instrument. It seems that long ago in China, the Emperor, wishing to hear the sound of the fabled phoenix, sent his most prized instrument maker out to listen for it. The man returned after many years, when all had given up hope of his return —  gained entry to the Emperial chambers and presented the Emperor with a wind instrument he’d never seen before —  a gourd with winglike bamboo pipes containing free reeds inside. The Emperor was enthralled by the breathy sweetness of it, and the instrument maker was richly rewarded for his invention of the Shung. Today, the eerie cry of the Sho, as it became known in Japan, is central in Gagaku  music of the Imperial Japanese court. This reed instrument was the ancestor of the accordion, which uses the same free reed principal for its unusual sounds.  With this recording of “The Roots of the Moment” Pauline Oliveros has returned the accordion to its mythological roots. The instrument takes flight and comes into its own again under the influence of the composer’s virtuoso fingers. None of the music is pre-recorded;  no multy-tracking or overdubbing techniques have been used. This composition is an interactive duet between Oliveros (with her expanded accordion, utilizing two Lexicon PCM 42 processors) and Peter Ward, who uses two Lexicon PCM 70 processors to simulate a variety of spaces which Oliveros can “visit” with her music. (На вкладке прилагается сложная схема коммутации). It is interactive because, as Ward transforms the electroacoustical space, Oliveros modifies her music to fit the new space. As Oliveros modifies or changes the nature of her music, Ward fine-tunes the space or creates a new one to maximize the effectiveness of Oliveros’ music. The listener is carried along on a series of journeys, for this is indeed, “travelling music”. It takes us to places that are both of this world and beyond. The special tuning of Oliveros’ accordion in a just system of perfectly tuned fifths, often gives the music an Eastern flavor. But there are surprises. Most of all, this is organic music. The sound continually reflects itself as fluidly as moving rivers reflect endless sky. There are lush valleys and high mountains with bracing air —  starlit tundras and calm beaches,  undulating waves far out to sea. There are verdant forests and clear rushing streams. At first one floats with the music, savoring the richness of its textures, the surprising single tones that slip from long slow swelling movements —  the endless diversity of the sound. One wonders if this can indeed, be only one instrument. Finally it become apparent that a total  immersion is taking place. The listener becomes an integral part of the sound —   or perhaps it is the other way around. There is a cellular communication that heals the spirit. Amazingly, this is music that is intelligent and alive. It is sensuous and cerebral at once. As its title infers, it both stirs memory and makes us conscious of the true value of the present moment.

	Pauline  OLIVEROS
	Pauline  OLIVEROS,          Stuart  DEMPSTER, PANAIOTIS: "Deep Listening"
	1989 
	63:18
	label: New Albion

For accordion, voice, conch shell, metal pieces, trombone, didjeridu, garden hose, whistling, metal pipes.

"Recorded in the bottom of a cistern that once held two million gallons of water, the creators took full advantage of their environ​ment's 45-second reverb time." -- Best Recordings of the Year, --pulse!
"Simply one of the most pure and unfettered albums of 1989." -- CD Review

The DEEP LISTENING  style comes about through the interacting individual styles of the composer/ performers, influenced by special tunings and acoustic space.

“Composition is frozen improvisation”, said Igor Stravinsky. Improvisation could be called speeded up composition. The risk in improvisation is that you can’t change your mind once you have performed a note, nor can you improve the piece afterward. This riskiness gives an edge to performing that can create an unusual excitement and attentiveness different from prepared performance. In this recording, the acoustic space with its long reverberation time is an influential unifying presence. Listening, not only to one another but to the transformative spatial modulations, is an essential process in the music. The cistern space, in effect, is an instrument played simultaneously by all three composers. The instruments —  which are being played  without  any electronic processing —  are accordion, didjeridu, trombone, voice and found metal pieces. The tonal qualities produced by each performer are constantly changed by interaction with the cistern acoustics, making it seem as if many more instruments are present. The accordion is tuned in two systems of just intonation: a five limit system in the left hand and seven limit system in the right hand. The voice, trombone, and ajustable didjeridu made of jointed PVC pipe easily adapt to these tuning systems. Because of the tuning the acoustic resonance of the ensemble is enhanced. We used for this recording the 186 foot diameter space, with its 45 second reverberation. It was the water tank, that once held 2 million gallons of water, built in 1907 on an army base, was probably designed to withstand heavy bombing. Our van was the equivalent of a mosquito on a housetop. The remarkable thing about the acoustic space is the long reverb, which could approach 45 seconds, and the lack of slap echoes and distinct early reflections that are often characteristic of large cathedrals; only pure, smooth reverb, the type that can be simulated electronically but is thought to be unrealistic and fantastical. With the recent advent of high quality signal processors than can simulate concert spaces and other acoustic spaces, performances are often recorded in a dry studio and then processed to sound like the performer was recorded in the ideal concert hall. People often listen to these recordings and accept them as being natural. Now one can listen to the recording of us performing in this cistern. The space is real, and unique. A large cathedral will return slap echos and uneven resonance characteristics. This cistern showed a very smooth frequency response echos, only a smooth reverberation, the amplitude of which appears to begin at the same decibel level as the source. Consequently, it is impossible to tell where the performer stops and the reverberation takes over. One additional aspect of the reverberation field that does not seem to record easily and which makes simulation very difficult, is that it slowly moved from the sound source along the walls until it enveloped the listener: a most remarkable and beautiful phenomena.    —  P. O.

“Just what is the appropriate aestetic for a two million gallon hole in the ground?” I kept asking myself as I set up. Though it was a challenge, especially since all the gear had to be battery operated, I was fully prepared to provide as technically  perfect a recording as state-of-the-art equipment would allow. (In fact, this modern technology would be pushed to at least its limits. I didn’t actually measure the reverberation time mysself, but the reputed 45`` isn’t far off. In any case, the decay leaves a discernable amount of acoustic energy beyond the equipment’s ability to resolve it.) But what  kind of sound  should I aim for?  Certainly, such audiophile concepts as “imaging” and “phase integrity” lose all meaning in a nearly uniform acoustic:  Everything bounces everywhere with almost no loss (significantly, because of phase amplification, for almost all locations reverberant sound  exceeds  direct sound), so a sort of “phase wash” is created. It’s funny what this does to your head. As an engineer I tried to analize all this objectively, but I found I couldn’t do it. In a kind of acoustic uncertainty principle, there was no way to simultaneously pin down both the objective audio parameters  and  the audible reality of the situation. That is, the actual act of listening influenced the cognitive result. In this situation, therefore, I, an ostensible  observer  became a virtual  performer.  This is real “observer-created reality” we’re talking here. Interestingly, this feature carries through to later playback. The listener, too, is thus invited to become a part of the performance. In fact, it’s difficult to avoid doing so. If you doubt this, try varying playback levels, listening positions, ambient noise levels and other distractions, mood, time of day, etc. I believe you’ll find the musics “reality” always remarkable, but a very slippery proposition indeed!  —  Al Swanson, Recording Engeneer.

	(Pauline  OLIVEROS)
	DEEP LISTENING BAND: 

"The Ready Made Boomerang"
	1991 
	56:06
	label: New Albion

The Deep Listening Band now includes David Gamper, and future recordings will reflect that change. Further information on the cistern (a. k. a. “The Cistern Chapel”) and the performers can be obtained by consulting the CD “Deep Listening” (- см. выше)

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

	ONE SHOT
	One Shot
	1999
	59:35
	prog-rock (инструментальный джаз-рок в духе King Crimson / Magma)

label: Soleil (Paris) http://perso.club-internet.fr/pmoru/soleil1.html 

soleilzeuhl@hotmail.com 

Emmanuel Borghi [k]; James Mac Gaw [g]; Philippe Bussonnet [b]; Daniel Jeand'heur [d].

	ONE SHOT
	Vendredi 13
	2001
	63:31
	label: Soleil (Paris)

	Seigen  ONO
	Seigen
	1986
	57:52
	label: Pan East Records (London)

Очень живой и прихотливый минимализм.

Produced by Seigen Ono
MUSICIANS:

Takayuki Hijikata / Asuka Kaneko / Masatoshi Maeda / Yukihiro Matsubara / Hajime Mizoguchi /Toshihiro Nakanishi / Masanori Sasaji / Takako Seike / Yasuaki Shimizu / Ryomei Shirai / Tanuo Suzuki / Kazuko Terasaki / Morio Watanabe / Hideo Yamaki and others

Recorded at Victor Studios, Sound Inn and Onkio Haus, Tokyo, September-October 1983

Mixed at Victor Studios Mastered at JVC Cutting Center, Aoyama, Tokyo

1. Shikaruni Part 1 

2. Mallets 

3. Manhattan 

4. 5/8 RP 

5. Waterfront 

6. Kumo No Sokudo 

7. Model-93 

8. Suimen-Jo Niwa 

9. Manhattan

	Seigen  ONO
	NekonoTopia NekonoMania
	1990
	75:47
	label: Crammed Discs – Made To Measure Vol. 29

John Zorn (см.) [s]; Seigen Ono [ac g, k, el g, charango, balaphone]; Hiroki Miyano [Ovation g];  Tomohiro Yahiro [perc]; Evan Lurie (см.) [p]; Bobby Previte (см.) [d]; + Eric Sanko [b]; Jill Jaffe [vln]; Maxine Neuman [cello].

«The subject. A lemon beside an orange is no lonhger a lemon, the orange no longer an orange; they have become fruit. Mathematicians follow this law. So do we.»  --  Georges Braque
1.  A Person And The Photography

2.  An Apple In The Freezer

3.  Enishie

4.  NekonoTopia NekonoMania

5.  My First Wish

6.  It's Denise

7.  A Person And The Photography

8.  1989

9.  I Think Of You

10. Planador

11. Caramba

12.-15. Berliner Nachte, part  1 - 4

16. I Think Of You

	ORANGE  THEN  BLUE                      
	Where Were You?
	1989
	70:38
	post-bop / free jazz, USA;   большой состав; энергичный причудливый проект.
label: GM Recordings (USA)

George Garzone (см. тж. c: PINK Inc) [t s]; Howard Johnson [tuba]; Bruce Barth [p]; George Adams (см.) [t s]; Dave Clark [b]; George Schuller [d];  and oth.

1. New York Flash Pants (G.Garzone)

2. Orange was the Color of Her Dress Then Blue Silk (Charles Mingus; arr. Gil Evans)

3. U’n’l (Miles Davis)

4. Song with Orange (Charles Mingus)

5. The Owl from Cranston (Paul Motian)

6. Ba-Lue-Bolivar-Ba-Lues-Are (Thelonious Monk)

7. Friday the Thirteenth (Thelonious Monk; based on arrangement by    Gil Evans) 

	ORCHESTERE NATIONAL DE BARBES
	En Concert
	1996
	43:54
	Down Beat 48th Annual Critics Poll: TDWR Beyond Group Of The Year (2000)
label: BMG (Spain) / Nonesuch (USA)

Orchestre National de Barbes, the music of the moment. This widely applauded album presents a live set up-beat Jazzy Rai and traditional Arabic melodies, formulated and performed in Barbes, the Arabic quartier of Paris. 

--- “Folk Roots”, 1998

	OREGON
	Out Of The Woods
	1978
	42:51
	OREGON - продолжение этого проекта — см. MOKAVE
Paul McCandless [oboe, english horn, bcl,ss]; Glen Moore (см. тж. Mokave;  R. Abou-Khalil) [b, p]; Ralph Towner (см.) [ac gs, p, synth]; Collin Walcott (см.) [sitar, perc, tabla] 

Одна из ведущих групп    70-х-80-х годов, Oregon образовался в 1971 году. Oregon "откололся" от группы Paul'a Winter'a Winter Consort. Музыка Oregon'a - камерный джаз с элементами фолка, этно, классической музыки, как старой так и современной. Большинство композиций принадлежит R.Towner'y. Он автор таких классических пьес Oregon'a как: "Aurora", "The Rapids", "Waterwheel".  В 1984 году Collin Walcott погиб в автомобильной катастрофе, в следующем году Oregon реформировался с Индийским перкуссионистом Trilok'oм Gurtu.

	OREGON
	Moon And Mind
	1979
	40:58
	9 композиций альбома записаны дуэтами, образованными музыкантами группы Oregon.

	OREGON
	The Essential Oregon
	1981
	71:36
	Compilation.  [пересекается на две вещи с  “Moon And Mind” и они = 6 минут]

	Anthony ORTEGA Trio
	Scattered Clouds
	2001
	60:55
	label: Hat Hut  www.hathut.com  edition of 3500 CDs

rec. 2000

Anthony Ortega [a s, t s (#6)]; Mike Wofford [p]; Joe LaBarbera [d].

Produced by Art Lange. Executive prod. by Werner X. Uehlinger.

Spontaneity is the key to Ortega's improvising. His forms sometimes become wild free associations, and other times suggest cycles of alternating inside and outside passages. The unusual setting – it's a bop combo without a bassist to fix tempo and harmony – enhances the daredevil feeling even as pianist Mike Wofford and drummer Joe LaBarbera create close interplay.

-- John Litweiler

	Kid  ORY
	Kid Ory’s Creole Jazz Band

CD I
	1954
	47:12
	label: Good Time Jazz (Berkeley, CA, USA)

Kid Ory [trb]; Alvin Alcorn [tp]; George Probert [cl]; Don Evell [p]; Bill Newman [g]; Ed Garland [b]; Minor Hall [d].

Rec. in Hollywood; August 9-10, 1954. Digital Remastering, 1992 – Phil De Lancie (Fantasy Studios, Berkeley).

1. WHEN THE SAINTS GO MARCHING IN   5:52 

2. MAPLE LEAF RAG   5:20 

3. WOLVERINE BLUES   6:35 

4. THAT'S A PLENTY   6:09 

5. MUSKRAT RAMBLE   3:38 

6. CLARINET MARMALADE   4:13 

7. GETTYSBURG MARCH   4:09 

8. YELLOW DOG BLUES   6:12

9. I FOUND A NEW BABY   4:35

How I Wrote MUSKRAT RAMBLE

By KID ORY

Although I taught myself how to play the valve trombone at the age of 10 (1896) and the slide trom​bone at the age of 14 (1900), it wasn't until 1919 that I took my first formal music lesson. My teacher insisted that I should learn how to write music so that I could better understand how to read it and interpret it.

After I finished with my first teacher, I decided I wanted to learn the saxophone, too. It was while learning this instrument that I was sitting there one day, running the scales and doing arpeggios and just sort of noodling around, when all of a sudden it seemed to me that I had hold of a melody. I started putting it down on paper and adding here and there to fill in the gaps until I finally had the meter worked out. It sounded all right to me but I wasn't too enthu​siastic about it, so much so that, although this took place in 1921, I didn't start playing it with my band until 1923. I was playing a taxi dance hall in Los Angeles and it became one of our best numbers with the fans, but it was still nameless.

When I joined King Oliver in Chicago in 1925, I also started recording with another ex-employee of mine, Louis Armstrong, and the now-famous Hot Five. It was during one of our 1926 recording ses​sions for Okeh Records that we were short of a num​ber to finish the session and I happened to have my music with me and we recorded my number. Just as we were leaving the studio, Mr. Fern, the Director of A & R for Okeh asked what was the title of the last number we recorded. We all looked at each other after I stood there not answering, and Lil Armstrong helped me out. She turned to Mr. Fern and said, "Its title is Muskrat Ramble" and added, turning to me, "Isn't that right. Red?" I told her, "I'll go for that title;" and we all laughed and left the studio. Now it had a name. And it stayed that way until Melrose Music published it and old Mr. Melrose didn't like the sound of the 'rat' part, so, on the sheet music, he changed it to Muskat Ramble. But the copyright still reads Muskrat Ramble by Edward Ory.

	Kid  ORY
	Kid Ory’s Creole Jazz Band

CD II
	1954
	42:02
	label: Good Time Jazz (Berkeley, CA, USA)

Kid Ory [trb]; Alvin Alcorn [tp]; George Probert [cl]; Don Evell [p]; Barney Kessel [g]; Ed Garland [b]; Minor Hall [d].

Rec. in Hollywood; November 30, December 1 and 2, 1954. Digital Remastering, 1992 – Joe Tarantino (Fantasy Studios, Berkeley).

1. SAVOY BLUES   6:04

2. A GOOD MAN IS HARD TO FIND   4:53

3. A CLOSER WALK WITH THEE   4:02 

4. SHAKE THAT THING   5:50 

5. COPENHAGEN   2:50 

6. ROYAL GARDEN BLUES   3:30 

7. MISSISSIPPI MUD   3:20 

8. TIN ROOF BLUES   7:18 

9. INDIANA   3:51
KID ORY IN NEW ORLEANS

By LOUIS ARMSTRONG

Kid Ory and Joe Oliver got together and made one of the hottest jazz bands that ever hit New Orleans [about 1916]. They often played in a tail gate wagon to advertise a ball or other entertainments. When they found themselves on a street corner next to another band in another wagon, Joe and Kid Ory would shoot the works. They would give with all that good mad music they had under their belts and the crowd would go wild. When the other band decided it was best to cut the competition and start for another corner, Kid Ory played a little tune on his trombone that made the crowd go wild again. But this time they were wild with laughter. If you ever run into Kid Ory, maybe he will tell you the name of that tune. I don't dare write it here. It was a cute little tune to celebrate the defeat of the enemy. I thought it screamingly funny and I think you would too.

Kid knew how much Joe Oliver cared for me. He also knew that, great as he was, Joe Oliver would never do anything that would make me look small in the eyes of the public. Oftentimes when our band was on the street advertising a lawn party or some other entertainment, our tail wagon would run into the Ory-Oliver's band. When this happened Joe had told me to stand up so he would be sure to see me and not do any carving. After he saw me he would stand up in his wagon, play a few short pieces and set out in another direction.

One day when we were advertising for a ball we ran into Oliver and his band. I was not feeling very well that day and I forgot to stand up. What a lick​ing those guys gave us. Sure enough when our wagon started to leave. Kid Ory started to play that get​away tune at us. The crowd went mad. We felt ter​rible about it, but we took it like good sports because there was not any other band that could do that to us. We youngsters were the closest rivals the Ory band had.

->M. PATTON

	Bob OSTERTAG – см. в 'Alternative'
	
	
	
	

	John  OSWALD - см. в 'Alternative'
	
	
	
	

	Eric-Jan  OVERBEEK                  &  Andre  VALKERING
	Boogie Woogie Special
	1993
	48:58
	boogie for two pianos, bass and drums. 

 Два виртуозных пианиста обрушивают бурю буги.

     Writing something about two great Boogie Woogie piano players is not easy because they are clearly among the best in their field of music. Both A.V. and E.-J. O. are big fans of the originals of Boogie Woogie from the 1930’s and 40’s like Albert Ammons and Pete Johnson to name two of the most important ones. Just think ... two Boogie Woogie pianists each with his own piano on the stage. A unique Boogie Woogie battle. The idea is not completely new as the two abowe mentioned originals, Ammons and Johnson played this way too on a number of concerts. Both Overbeek and Valkering met at a Jazz Festival a number of years ago and, as they like each others style of playing, the idea came up to play together. First on one piano and later, on two pianos. Both guarantee a spranklin’ performance also because of the perfect harmony when playing together. They push each other to high standards time after time. The musical feeling and inspiration that both artists show when performing brings the public to a state of ecstasy everytime they play. I am glad to present a sample of their work on this CD release.

	Tony OXLEY - см. с: Tomasz STANKO;
	
	
	
	

	PAcHORA
	Unn
	1998
	64:30
	состав PAcHORA см. тж. на дисках Jim BLACK
label: Knitting Factory (USA)

PAcHORA is: Chris Speed [cl]; Brad Shepik (см.) [tambura, el saz, banjar, tres]; Skuli Sverisson [b, bajo sexto]; Jim Black (см.) [snare, bass d, dumbek, perc].

PAcHORA combines a Downtown improviser’s aesthetic with the folk stylings of Eastern Europe, and the Middle East, creating another alternative to the genres of Jazz.

“The guys in Pachora are the glue that holds several of the Knitting Factory jazz scene’s hardest-working ensembles together; from reedist Tim Berne’s Bloodcount (Shepik, Speed, Black) to trumpeter Dave Douglas’s Tiny Bell Trio (Shepik, Black) the band’s music, rife with sprightly postbop, Mediterranean modes and undualting Balkan rhythms and melodies, takes up the quest for rootsy styles that scenemakers have been toying with for much of the ’90.”  -- Time Out New York
Pachora is an adjective-defying four man musical collaboration who spread the warmth and richness of their musical tapestries to include a distinctly Mediterranean feel to their Balkan-inspired compositions, which may range from medleys of original and traditional Turkish folk songs to intricate melodies Evoking the feel of the sun-dappled Aegean, Pachora plays out like the frantic culmination of a Greek tragi-comedy, yet at other times, reminds one of a tender romance budding under the forgiving eye of a sleepy chaperone.

"Турция и Балканы, которые не​сколько столетий находились под турецким влиянием, — это реги​оны, чья музыка послужила исто​чником вдохновения квартета "PAcHORA" при записи данного диска.

Очень точно выстроил облож​ку альбома дизайнер Хьялти Карлссон. Ислам, как известно, не до​пускает изображения живых су​ществ. И все четыре странички буклета — это строгий, как пустыня, орнамент. Но при внимательном рассмотрении об​наруживаешь, что на каждой из страничек орнамент-то свой и состоит из очень разных деталей! Такова и музыка "PAcHORA". При первом прослушивании она мо​жет показаться вам просто сбор​ником восточных ме​лодий. Но не поленитесь послу​шать диск и во второй, и в тре​тий раз. Какая там скука! Ваше ухо, попривыкнув, начнет разли​чать такие тонкие переходы, та​кой эмоциональный "напряг", столько нюансов, что вы явно по​чувствуете расширение "горизон​тов восприятия".

Композиции для альбома — а это и авторские сочинения, и об​работки фольклора — писали все участники квартета. Но особенно​сти индивидуального вкуса про​явились и в записанных на диске пьесах. Так, скажем, кларнетист Крис Спид больше тяготеет к сла​вяно-греческому балканскому мелосу. Его композиции дышат энергией, здесь всё, если не снача​ла, то к финалу уж обязательно, кружится в лихом танце-хороводе ("Pitta", "Laz"). А вот Скули Сверриссон и Брэд Шепик в своих ве​щах опираются на традиции ту​рецкой музыки. Особенно изоб​ретателен при этом Шепик. В "Invocation" превалирует медита​тивное начало, в "Riff" наиболее заметны элементы фри-джаза, а главным украшением альбома я бы назвал его же обработку тра​диционной темы "My Life Is A Nostalgia" — этакое исламское "Болеро" с характерным нараста​нием темпа.

Инструментарий музыкантов тоже чрезвычайно экзотичен. Лишь кларнет Спида да иногда бас-гитара Сверриссона заставля​ют вспоминать и об американ​ском происхождении музыкантов, и о джаэово-авангардных корнях их музыки. Но воздействие ковар​ной восточной экзотики оказалось столь сильным, что импровизационность и другие джазовые "козы​ри" ушли в тень, уступив авансцену пиршеству фольклорных моти​вов. Готов полностью согласиться с критиком из "Exclaim!", написав​шим, что "это скорее восточная музыка, сыгранная с джазовой чувственностью, чем джаз с экзо​тическим ароматом". Впрочем, оставим в покое дефиниции: слу​шать-то всё равно интересно!" -- Jazz Квадрат
Pachora: опытное производство на вязальной фабрике

Фирма издает диски. Фирма ведет продюсерскую деятельность, организует фестивали, содержит джазовые клубы, владеет довольно мощной медиа-сетью. Веников фирма не вяжет, но название её столь же парадоксально, алогично и вызывающе, как и большая часть музыки, которую она поддерживает, распространяет и издает: «Knitting Factory» («Вязальная фабрика»).

Музыкальный авангард, то, что мы до сих пор называем "андеграундом", в Нью-Йорке постепенно поменял назва​ние и отчасти форму. Теперь его именуют "downtown music" (музыка центра города, средоточия и смешения культур). Такой вот downtown jazz и стал главной специализацией этой нью-йоркской "фабрики". Что ж, фабрика как фабрика — есть на ней "изделия, запу​щенные в серию": имена раскрученные, хо​рошо известные уже не только в Штатах, шаг​нувшие из даунтауна в общенациональные чарты — такие, как Джон Зорн или Кадзутоки Умедзу. Но "директор фабрики" Майкл Дорф смотрит в будущее: как на каждом серьёзном предприятии, у не​го тоже есть своё "опытное производство"

Безусловно, не он один. Новые имена по​являются (и исчезают) в мире авангарда дос​таточно часто. Однако есть основания пого​ворить об этом коллективе подробнее. При всей типичности "Pachora" для нью-йоркско​го даунтауна, содержание творчества этого коллекти​ва позволяет говорить и о некоторых новых тенденциях в "производственной програм​ме" "Knitting Factory". До сих пор здесь нахо​дили поддержку музыканты, развивавшие и сочетавшие идеи фри-джаза, альтернативной рок-музыки и академического авангарда (Билл Уэйр, Уильям Хукер, "Sex Mob", Томас Чапин и др.) или подпитывающие свою музыку солидными инъекциями еврей​ского, восточноевропейского или ближнево​сточного фольклора ("Masada" Джона Зорна, "New Klezmer Trio", "Hasidic New Wave" и др.). "Pachora" знаменует своим появлением более широкий поворот авангарда к world music самого разнообразного происхожде​ния. Собственно говоря, такой подход тоже не нов. Достаточно вспомнить такую видную фигуру фри-джаза, как Дон Черри. Но, пожа​луй. только у "Pachora" не джаз приглашает в гости мировой фольклор, а скорее, сам находится в гостях.

Саксофонист и кларнетист Спид — наибо​лее эрудированный член квартета, музыкант с ярким композиционным мышлением и один из основных авторов музыки для "Расhоrа". Ещё в 1994г, он получил грант от бостонской Консерватории Новой Англии за свою сюиту посвященную Элберту Эйлеру. Но его страсть — это не только фри-джаз, но и восточноевропейский, особенно балканский фольклор, и именно в рамках "Pachora" он получил возможность соединить оба своих увлечения. Но Крис работает не только в этих рамках. Он выступает и записывается с це​лым рядом авангардных коллективов: "Tim Berne's Bloodcount", квинтет Миры Мелфорд, септет Джеймса Эмери. Спид сотрудничал и с такими звёздами, как Джон Зорн и Энтони Брэкстон. Есть у него уже и один сольный аль​бом — "Yeah No" на лейбле "Songlines". Ин​тересно, что в то время, как в других проектах он широко пользуется и тенор- и альт-са​ксофонами, для "Pachora" Крис играет толь​ко на кларнете, стремясь к аутентичному фольклорному звучанию.

Брэда Шепика (его настоящая фамилия вы​глядит несколько сложнее — Schoeppach) ус​ловно можно считать гитаристом квартета. Но только условно. Реально же Брэд пользу​ется разнообразными, в том числе электри​фицированными, фольклорными родствен​никами классической "испанки": это и девятиструнный португальский вариант, и саз, и ряд других инструментов. Его увлечённость world music больше проявляется в любви к необычным тембрам и свежим звуковым краскам. Шепик еще в Сиэтле вошел в состав местной группы "Babkas". Он много ездит и записывается с "Electric Bebop Band" Пола Мотиана, "Tiny Bell Trio" Дейва Дугласа, а кро​ме того, руководит и собственной группой "Commuters".

Сверрисон — это прекрасный басист, тяго​теющий к рецептам музыки фьюжн. Однако мастерство его столь универсально, что он яв​ляется желанным партнером в любом соста​ве, исполняющем альтернативную музыку. Есть на счету этого исландца и первый соль​ный альбом — "Seremonie". Этот диск, издан​ный австралийской фирмой "Extreme", встретил очень тёплый прием в кругах музыкального даунтауна.

Барабанщика Блэка в тех же кругах называ​ют самым ярким ударником, появившимся за последние годы. Это тоже чрезвычайно гиб​кий музыкант, умеющий с лёгкостью войти в музыкальный мир любого ансамбля. С непри​вычной метрикой и контрастами темпов в му​зыке "Pachora" он справляется безукоризнен​но. Его взаимопониманию с партнёрами, оче​видно, помогает то, что они играют вместе и в других проектах. Так, с Шепиком и Дейвом Дугласом он составляет группу "Tiny Bell Trio", а со Спидом Джим Блэк работает в "Tim Berne's Bloodcount". Кроме того, у Блэка есть и собственный коллектив — группа "Human Fееl", также исполняющая авангардный джаз.

И вот эту вышеупомянутую четвёрку объе​динил проект, где во главу угла стал фольк​лор славян балканского полуострова, греков, турок. Фольклор, исполняемый с высокой степенью аутентичности, даже когда речь идет не об аранжировках народных тем, а об авторских композициях. Конечно, такая му​зыка очень далека не только от традиционно​го джаза, но и от джаза мейнстримовского. Здесь сохраняется только импровизационность, только характерные для джаза приемы чередования сольных и коллективных фраг​ментов и... и некое чувство свободы, отсутст​вие жёстких гармонических, метрических, ин​тонационных рамок — то, чего нет в чистом фольклоре и чем в избытке обладает джаз, особенно авангардный.

В 1997г. вышел первый альбом квартета — "Pachora". Новизна, свежесть и, если хотите, теплота и человечность этой музыки сразу по​зволили группе занять отдельное место в пе​стром калейдоскопе продукции "Knitting Factory". Об ансамбле заговорили. Успех группы вышел за пределы даун​тауна, о "Pachora" тепло написал в "Нью-Йорк Таймс" Бел Ратлиф.

Через год вышел второй и пока последний диск группы — "Unn". "Турецкая" тематика здесь не​сколько потеснила "славянскую": похоже, "Pachora" всё дальше углубляется на Восток.

Бесстрастная статисти​ка показывает падение спроса на "чистый" джаз и неуклонно растёт популярность world music. Люди, уставшие от стандартизирован​ной поп-музыки, обращаются к фольклору и не только к своему. Какой-нибудь привыкший к кантри Джон Смит из штата Колорадо начи​нает с интересом слушать традиционную му​зыку Балкан и Атласских гор, Японии и Иран​ского нагорья. И гидом-проводником здесь служит именно джаз. Кто знает, может быть как раз на пути союза с world music и лежит столбовая дорога его дальнейшего развития? В этом случае музыка группы "Pachora" мо​жет в будущем стать мейнстримом!" ---"Jazz Квадрат"

	PAcHORA
	Ast
	1999
	52:45
	label: Knitting Factory (NYC) www.knittingfactory.com 

"Intellectual and esoteric while also appealing directly to the emotions and kicking some ass." -- Alternative Press

Combining the ethic of downtown improvisation with the folk stylings of Eastern Europe and the Middle East, Pachora is

New York's answer to the future of avant-garde music.

	PAcHORA
	Astereotypical
	2003
	50:55
	label: Winter&Winter  910 082-2

Chris Speed: clarinet

Brad Shepik: tambura, el saz, nylon string guitar

Skuli Sverrisson: acoustic bass guitar, el bass, baritone guitar

Jim Black: drums, percussion, pianica

1 Romanics

2 Bushka Lounge

3 Klink

4 Snap

5 Push

6 Howl

7 Drifting

8 Little Theater

9 Nyla

10 Rider

11 Silencio

12 Mexahata

	Eddie  PALMIERI
	Palmas
	1994
	51:36
	big band. jazz-Latina. 

  Превосходный по энергетике и импровизационному богатству альбом.

	Nikolai  PANOV
	Jazz Gallery
	1995
	51:36
	quintet

	Nikolai  PANOV
	The Indian Project
	1994
	45:24
	quartet

	PARADOX
	Paradox
	1996
	61:19
	funk-fusion
label: Tip Toe

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

	PARADOX
	The First Second
	1998
	62:31
	

	PARADOX TRIO – см. Matt DARRIAU
	
	
	
	

	(William PARKER)
	Trio  HURRICANE:

"Suite Of Winds"   
	1986 
	47:31
	William PARKER – см. тж. с: Cecil TAYLOR; Roscoe  MITCHELL; Matthew SHIPP; dj SPOOKY; Wayne  HORVITZ; David  S. WARE; Jemeel MOONDOC; PRIMA  MATERIA; Peter  BR(TZMANN;
free jazz
label: Black Saint, 1994.  rec. 1986

Paul Murphy [d]; William Parker [b]; Glenn Spearman [s].  

В прошлом все они играли с Cecil Taylor (см.).

“Upon Jimmy Lyons’ transition to the spirit plane, we Paul Murphy, Glenn Spearman and William Parker formed and recorded “Suite Of Winds”.”

"Suite of Winds" is dedicated to Jimmy Lyons, Frank Wright and Jay Oliver.

Drummer, Paul Murphy: Rapidly repeating intersections of color and sense rushed through mind's eye. It was a dark and wet side alley, where I leaned a beautiful piece of two wheeled California art, to stand silent through another wet and fog filled night.
Whistles-cracks shouts-and beautifully voiced harmonies wrapped about every listener on this peculiar corner, Keystone, San Francisco's house of jazz. It was here, the wet and frigid night before, where a cassette was listened at by two masters. Two men, two giants, forces who could not only influence but transcend a young man’s entire life.
Voices: Strong
In a dark smoke filled room
"You're ready for the big time.
Would you move to NYC?" 

Voice:   Humbly "Yeah".
Two weeks later I was living in the hotel Earl in NYC and beginning my lifetime friendship with Cecil Taylor and the most beautiful and beloved playing relationship with Mr. Jimmy Lyons.
While living in Manhattan's lower east side, I formed the Paul Murphy Band featuring: Dewey Johnson, Trumpet, Karen Borca, Bassoon and Mary Ann Driscoll, piano and voice.
My "job" of managing drummer Rashid Ali's "Ali's Alley," 77 Green St. in Soho, filled my life with dear friends and music.
Upon Jimmy's transition to the spirit plane, we Paul Murphy, Glenn Spearman and William Parker formed and recorded "SUITE OF WINDS" TRIO: HURRICANE.
Saxophonist Glenn Spearman has been working on the free jazz front since the late of 1960's. He started his career in the Bay Area with Butch Morris and Charles Tyler, and also played in Los Angeles with Wilbur Morris.
Spearman moved to Europe in 1972 and played with Frank Wright in Paris.
From 1973 through 1978 Spearman started his own quartets and trios throughout europe, and played with Alan Silva and Bobby Few, among others.
From 1978 to 1981 Spearman played in New York City and toured New England and Europe with the Raphe Malik Quartet. In 1982 Spearman returned to New York to play with the Cecil Taylor Unit, Big Band, and Dance Orchestra. Spearman moved back to the Bay Area in 1983, devoting his time to composing, working his own bands, and playing local festivals and clubs. together with larry ochs, he started the Glenn Spearman Double Trio in 1992, recording for Black Saint. The Double Trio has toured the U.S., Canada, and Europe. Spearman also records with his band, G-Force.
In addition to composing and performing, Glenn Spearman is on the faculty of the center for contemporary music at mills college in Oakland, California.
Bassist William Parker has been active in the New York music scene since 1972 and since 1978 both nationally and internationally. He has performed in places as farflung as Brazil and Japan. His many European tours have carried him to Austria, Belgium, Czechoslovakia, England, France, Germany, the Netherlands, Italy, Poland, Russia and Switzerland. William Parker has also performed in cities throughout the United States and Canada and on many college campuses as well.
As a bassist, William Parker has been a regular member of the Cecil Taylor Unit since 1980. He has also appeared in solo performances, and as a leader of ensembles of all sizes from duos to big bands. Wllliam Parker has written music for dance, voices and a wide variety of instrument combinations, crossing the many styles (from opera to soliloquies for solo instrument) that encompass the world of creative music.

Precision
Carried on the Winds
Storms of  fractured Glory
Transition
The cleansing Rains
of her Oceans
Earth's Fire in Mourning
Crowns in first breaths
This flight in Motion
— Jere Carroll

	(William PARKER)
	The FEEL TRIO: “Celebrated Blazons”                         
	1993 
	56:43
	label: FMP

Cecil Taylor (см.) [p, v]; William Parker [double bass]; Tony Oxley [d].

(3 In One)

Lords of The House

Deep Water

Realm of The Wilds

3 In One
(Композиции на диске преставлены без разделов.)

All music and lyrics by cecil Taylor.

We are familiar with the vast kind of arc this music describes -- the relatively brief run-up, the way it then builds up and finds its own level, and the ensuing sometimes hour-long "Dance On The Vulcano" (“Tanz auf dem Vulkan”) which intensifies the pianistics and the music to such an extent that they reach the very limit of their possi​bilities, or at least seem to, for Cecil Taylor knows how to further increase the intensity of this supposedly highly condensed form of music in a special, absolutely unbelieva​ble way. This may not be the only method but it is the main one he uses when putting his pieces together, or rather by which his pieces "develop" as it were. This is nothing new, he has been using this method for over a third of a century. This should be reason enough to place his music on a somewhat higher artistic level, in a sphere which lies beyond a mere day to day view of jazz music.

At the beginning of a fairly recent develop​ment in jazz -- I mean the years around about 1960 -- a serious break occurred which at first was brought about by a very few musicians. They broke with the past (and the present) in various ways, but this break was usually only partial and was confined to a few specific areas, whilst in others the old school of thought remained supreme (at least for the time being). This can even be said of Ornette Coleman, the epitome of change of that time. In this really epoch-making piece "Free Jazz" he does not really attack the traditional pro​minence which the beat enjoys, in fact he even upholds it, and what is more he retains the conventional rhythm and phrasing, In comparison Cecil Taylor pro​ves to be the real innovator as he broke with the traditional jazz form to a large extent as far back as 1960. This comes across in his piece "E. B." which was relea​sed in October 1960 (about two months before Coleman's "Free Jazz”). In large sections of this piece he disregards all jazz conventions of the time, completely ignores the sound of the double-bass and percussion which are introduced parallel (and serve to form the beat), and thereby makes complete nonsense of it. These are more than mere technical details -- this particular way in which Taylor acts and performs reveals a new line of (musical) thought with which he replaces (jazz) convention -- he can scarcely be said to have made a smooth transition from late Hard Bop to early Free Jazz, It was like a dam-burst sudden and unexpected, with all the consequences possible for his colleagues and the audience. But al​though he breaks with almost all establish​ed elements of jazz music of the time, in many ways he still adheres to tradition, not in a directly audible, but in an abstract manner. Thus, his music never sounds like African drum music, African Parlando, never like Afro-American Blues or Afro-American Boogie Woogie: But nevertheless the general principles of African per​cussion, African Sprechgesang, the intense expression of the Blues, the pianistics of the Boogie Woogie are (alongside other ele​ments not mentioned here) without ques​tion the roots and source from which his music springs.

The break which above all Cecil Taylor made in jazz around about 1960 can be compared with that between Afro-American folk-music and consciously structured jazz, and that which occurred in the mid twenties with the emergence of a new improvisational and structural awareness -- this lead away from the teamwork improvi​sation of classical jazz to the more solo orientated and compositional jazz of the following decades. What is more, Taylor raised (Free) Jazz to a level comparable with the musical art tradition which had developed in some Asian countries and in Europe hundreds or even thousands of years before. Until then jazz music had -- even if only marginally and in certain points -- stimulated and influenced the com​positional avantgarde. Despite some traits which can more or less be considered as being avant-garde, jazz itself could not be called avant-garde music: Even though its fairly limited structures did not completely prevent musicians from breaking out on their own, they did not allow this on large scale. It was not until Taylor and his generation came onto the scene that jazz music itself  became essentially avantgarde music, borne by a new musical ideology, a new intellectual self-awareness which did not bow to convention, but on the con​trary developed its own rules, even as far as form and expression were concerned, breaking the set rules and patterns layed down by convention. After a short experimental period in the second half of the fifties, Taylor had developed his own personal style as far as most, if not all, essentials were concerned, and had perfected it by the mid sixties. Since then he has kept his music at its peak, in an uncompromising balancing act -- just like the "Dance On The Vulcano", the vast arc which his pieces describe; whereby we return to the beginning, and above all to the music in question.

	(William PARKER)
	BROTZMANN,  KONDO, PARKER, DRAKE:

"Die Like a Dog - Fragments Of Music, Life & Death Of Albert Ayler "
	1993
	72:30
	label: Free Music Production

Peter BROTZMANN - sax

Toshinori KONDO (см. тж. с: CHADBOURNE) - trumpet

William PARKER (см.) - bass

Hamid DRAKE – drums

This first recording of the Die Like a Dog Quartet is fittingly subtitled Fragments of Music, Life and Death of Albert Ayler. In the liner notes (in both German and English), Peter Br?tzmann writes of his passionate empathy for a musician whom he considers a kindred spirit; Br?tzmann feels a link with Ayler since each were doing a similar thing "at the same point in time" although neither musician had heard the other. And so, lightly scattered throughout this first meeting of the Die Like a Dog Quartet are fragments of quotes from Ayler's Bells, "Ghosts," "Prophet," and more. In August 1993 Br?tzmann was joined for a live concert in Berlin by legendary free jazz trumpeter Toshinori Kondo (who also occasionally utilizes electronics effects) and the wondrous rhythm section (although they are no straight time-keepers) of bassist William Parker and percussionist Hamid Drake. And so here, on one recording, you get four musicians who, whenever they're playing, play with every ounce of their attention, passion, and ability. Add to this each musician's great ability on his respective instrument and you get music that is alternately moving, invigorating, and astonishing. The dynamics range from rattles, long, low breaths, and short staccato blurts to the kind of exploding intensity and energy that is usually associated with Br?tzmann. There are also two takes (one, just over a minute long) on the standard "Saint James Infirmary" that come at the beginning and end of the three-part "No. 2."
Fragments of Music, Life & Death of Albert Ayler:

No 1: Fragments of Music, Life and Death of Albert Ayler
No 2: St. James Infirmary / Fragments of Music, Life and Death of Albert Ayler
No 3: Two Birds in Feather / Fragments of Music, Life and Death of Albert Ayler
No 4: Fragments of Music, Life and Death of Albert Ayler

	William PARKER    
	Drek BAILEY, John ZORN, William PARKER:

"Harras"
	1995 
	50:18
	label: Avant

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

1. Morning Harras.

2. Noon Harras.

3. Evening Harras.

"wrinkled like a god

the true red of the real world

I’m still curious

dark bird, yellow eyes

flesh has imagination

bedridden and cruel"

	William PARKER
	Posium pendasem
	1999
	64:55
	label: FMP

William PARKER with In Order to Survive

This version of William Parker's group, In Order to Survive, adds tenor saxophonist Assif Tsahar (тж. с: Susie IBARRA) to the usual quartet of Parker, drummer Susie Ibarra (см. 'Alternative'), pianist Cooper Moore, and alto saxophonist Rob Brown. Recorded live at the "30. Workshop Freie Musik" in Berlin, the highlight is the 50-minute "Posium Pendasem #7," which lets the players stretch and develop ideas at length. The powerful two-saxophone front line punches a major wallop, and when they blow energetically in tandem, there is a fierce and unsettling groundswell that erupts. Moore continues to be one of the most underrated of the free-style pianists, and he and Ibarra round out a remarkable rhythm section. While there is no new ground broken, this recording is a fine example of the creative intensity generated by a small conglomeration that continues to knock out some of the finest music of its kind.

tracks:

Posium Pendasem, No. 9  - Parker 
1:33

Posium Pendasem, No. 7  - Parker 
50:51

Another Angel Goes Home  - Parker 
13:29

	(William PARKER)
	Matthew SHIPP duo with William PARKER:

"DNA"
	1999
	48:00
	label: Thirsty Ear Recordings

Matthew Shipp: piano

William Parker: bass

The very adventurous pianist Matthew Shipp performs a set of duets with one of his main inspirations, bassist William Parker. They start off with a dark rendition of "When Johnny Comes Marching Home," play five spontaneous improvisations (three of which are concise) and close off the recital with a brief "Amazing Grace." Shipp's dense chords and atonal playing will remind some listeners of Cecil Taylor although there is a lyricism in his music (and an occasional use of space) that is very much his own. As usual, Parker plays in a driving fashion yet creates a wide variety of often other-worldly sounds. This CD will not convert any conservative listeners but it is up to Shipp's usual level.
1. When Johnny Comes Marching Home

2. Cell Sequence

3. Genetic Alphabet

4. DNA

5. Orbit

6. Mr. Chromosome

7. Amazing Grace

Composed by Shipp & Parker except #7 by Newton

	William PARKER    
	Painter's Spring
	2000
	44:45
	label: Knitting Factory www.knittingfactory.com
William Parker: bass

Daniel Carter: alto & tenor sax, flute, clarinet

Hamid Drake: drums

1. Foundation #1

2. Come Sunday

3. Blues for Percy

4. Flash

5. There is a Balm in Gilead

6. Foundation #4

7. Foundation #2

8. Trilog

	William PARKER    
	Thomas BORGMANN / Peter BROTZMANN / William PARKER / Rashid BAKR:

"The Cooler Suite"
	2003
	50:58
	label: Grob, 2003

rec. 1997 live

THOMAS BORGMANN – tenor sax, sopranino sax

PETER BROTZMANN (см.) – alto sax, tenor sax, a-clarinet

WILLIAM PARKER– bass

RASHID BAKR – drums

tracks:

part 1   26:02

part 2   24:17

The dilemma: you have uncovered an excellent concert, but it has been recorded on a cheap analogue cassette. It is already four years old, and these musicians release more albums per year than you can count on one hand (sometimes two), but this particular quartet performed only once, and the performance is truly phenomenal. Do you release it or not? The label Grob chose to release it. So hi-fi buffs and improv fans who sneer at gut-ripping blowouts, please move along, because The Cooler Suite is a mean and dirty slab of free jazz. Recorded on January 21, 1997, at The Cooler in New York City, this concert is allegedly the only time Thomas Borgmann, Peter Brotzmann, William Parker, and Rashid Bakr shared the stage (but of course they have played with each other on numerous occasions). The recording signal overloads constantly, and the tape fails on a few occasions, resulting in tiny gaps in sound; tape-hiss creeps in whenever the quartet quiets down (a rare feat, granted). The press release advocates the fact that the crude recording gives the music a certain neo-authenticity, that it answers the raw performance and nods at the early days of free jazz. You are free to believe it or not, but at some point or another while listening to the album, you will wish it were better recorded, so let's not kid ourselves. That said, the performance is as gutsy as these two saxophonists can be. They scream at each other in a delightful over-emotional contest. The rhythm section is unstoppable. Parker's bass sounds like it was plugged into a distortion pedal. The Cooler Suite redefines the definition of power, a definition Brotzmann had already altered in the past. In two words: it smokes.

	William PARKER    
	Scrapbook
	2003
	40:43
	label: Thirsty Ear

rec. 2002

William Parker's Violin Trio:
Billy Bang (см.): violin

Hamid Drake: drums

William Parker: bass

William Parker's Violin Trio band is one of the more surprising and delightful bands to come out of New York's modern free jazz scene. Parker and his truly singular tone and ingenious modes of attack, violinist Billy Bang, and drummer Hamid Drake conjure the notion of song as it processes itself not only through the simulation and presentation of improvisation but also through the process of memory -- allegorical, perceptual, cultural, and personal -- and they turn it back in itself in creating something brand new from the various shards that lay upon the pavement in the dark, highlighted only by an errant street lamp. The possibilities for music like this -- lyric, harmonic, and tonal -- is one of the great surprises this trio brings with them. The six selections here are not "compositions" in the formalist sense but are in fact songs. They are "tunes," with rhythmic, harmonic, and melodic bodies that are flexible and transparent enough to allow for each player to move about freely, carry with him something from the body of each piece, and wind it around the other two in a free manner without being held to the concept of breaking down barriers -- because they are artificial anyway. Bang's minor key solo on "Sunday Morning Church" against Parker's rhythmic, hypnotic bass line recalls a singer mournfully chronicling regret and then affirmation. The funky blues at the heart of "Singing Spirits," with Parker popping his bass under Bang's elongated line, and Drake's tom tom work that presents the appearance of shuffle while dancing all around it are stunning in their assuredness of musical purpose. When Bang takes it outside, Parker doesn't race to catch him but flows through a series of changes with ever more stress put upon tension as Drake dances him through. The final cut, "Holiday for Flowers," is a shimmering exercise in the dynamics of balladry and its various seams, where a free for all could develop at any time. Bang lies close to the melody and Parker goes walking, and walking through the blues, swing, soul, and always back to the original blues, those of New Orleans in 1929 and Kansas City in 1931. This is a restrained and lovely album that possesses real firepower in places, but it's almost never necessary because the level of communication runs so deep between these players that everything feels light as a breeze, poignant as a memory, and as fresh as a wound.
1. Scrapbook

2. Sunday Morning Church

3. Singing Spirits

4. Dust On A White Shirt

5. Urban

6. Holiday for Flowers

	Evan  Shaw PARKER
	BRAXTON / PARKER Duo (London)
	1993
	47:39
	Down Beat 48th Annual Critics Poll: Soprano Saxophone Of The Year (2000)
Evan  PARKER – см. тж. с: Cecil TAYLOR "The Hearth"; GLOBE UNITY SPECIAL / GLOBE  UNITY ORCHESTRA; Borah BERGMAN; Alexander von SCHLIPPENBACH; Peter  BR(TZMANN; Chris McGREGOR's BROTHERHOOD OF BREATH; Matthew SHIPP; тж. на EMIT SERIES: Visions;
label: Leo

Anthony Braxton & Evan Parker – two virtuosi at the London Jazz Festival.

Утром джунгли просыпаются, сквозь птичий щебет проявляются крики буйволов, пекари, бабуинов и прочей экзотики. Диск можно использовать как не-банальную фоновую музыку в автомобиле или во время каких-нибудь домашних занятий (не сочтите за крамолу). Во время творческой деятельности этот CD будит ваше воображение, не отвлекая от дела излишней содержательностью. Такие идеи возникают отнюдь не от того чтобы хоть как-то использовать эту музыку, но – поймите нас правильно – вы оцените настроение и заряд импровизационных композиций дуэта, если попробуете поэкспериментировать подобным образом. И вы будете благодарны этой записи за её полезность и уникальность в таком режиме «эксплуатации».

. . . On Sunday saxophone improvisation of an intensity, virtuosity, drama and balance to tax the memory for comparison not just in this year but over many years, took place between Braxton and Parker. It made few explicit references to any orthodox idioms, but by its sheer drive and forcefulness, it made its own logic an entirely trustworthy guide. Braxton and Parker are two of the foremost saxophone virtuosi to have developed out of the sixties avant-garde. Yet Parker, though his first inspiration was John Coltrane, has constantly developed a saxophone vocabulary that was already massive by the mid-seventies and has latterly augmented the hoarse dissonances of his investigations of harmonics with a quiet, reflective tonality echoing the white Lester Youngians like Warne Marsh and Stan Getz.

Braxton is a long-time Paul Desmond as well as Coltrane fan, so though his set with Parker was improvised from the off, there were several passages in which it uncannily resembled fifties cool jazz horn counterpoint without the beat.

But the effect of such modulations of traditional free-jazz methods was not to wade in jazz history but to provide dynamic contrast which the style has often lacked. Elsewhere, the two set an astonishing variety of sounds in motion — including circular-breathing exercises in which Braxton would set swooping, richocetting lines against the unflinching repeated figures Parker can sustain for minutes on end.

Towards the end of the set it was Braxton who both referred to tunes more, and seemed to be intentionally challenging Parker's more implacable tendencies to explore repeated motifs in detail, but it was the differences as much as the similarities in their work that made the event so remarkable.

John Fordham (An extract from the Guardian, May 26, 1993)

	Evan  Shaw PARKER
	50th Birthday Concert
	1994 
	43:56 39:30
	label: Leo

“Evan Parker’s Fiftieth Birthday Concert, a sterling example of his fiercely focused tenor. Intense, cascading music from two trios: Alex von Schlippenbach (см.) [p] and Paul Lovens [d] driving and jazzy on disc one, Barry Guy [bass, and some!] and Paul Litton [d] expansive and sparkly on disc two, both beatifully recorded by Dave Bernez. And there is also an imported reminder.” 

—  Ben Watson, “Hi-Fi News”, Apr. 1995.
“The occasion was a very happy one for me but quite how to write ‘notes’ to go with this recording of the event...: I’ve always been happier playing notes than writing them, whether the notes in question are dots on manuscript or sleeve notes for records. For previous records I’ve never written more than a few words on the circumstances of the recording to set the scene. The special  nature of the concert requires me to do a little more this time.” 

—  Evan Parker.
Evan Shaw Parker (Biography)

Born Bristol, 5 April 1944; Tenor and soprano saxophones. 

The sources for these notes have come from various places, but in particular from Martin Davidson's notes to recent Emanem releases and Evan Parker's notes to 50th birthday concert. 

Evan Parker started to play (alto) saxophone around the age of 14, being particularly interested in the music of Paul Desmond. At 16 he started to play the soprano saxophone and there followed a period where he concentrated on soprano only, influenced by John Coltrane. Following his undergraduate studies at Birmingham University, he moved to London and, in late 1966/early 1967 began playing in the Spontaneous Music Ensemble (SME) who, at that time, along with Parker, comprised John Stevens, Kenny Wheeler, Paul Rutherford, Trevor Watts and Derek Bailey. The regular venue for these sessions was the Little Theatre Club in London. By summer 1967 the SME had shaken down to two principals (Stevens and Parker), though other musicians played with the duo on an ad hoc basis, e.g. Barre Phillips, Peter Kowald. It is from this period that the earliest recordings of Evan Parker have so far been released (Summer 1967). 

Early in 1968, Parker left the SME, though he did play with them on occasions, for example, a 1974 session with Bailey, Watts, Stevens and Kent Carter at London's ICA Theatre (Quintessence 1 and Quintessence 2). He also worked in duo with John Stevens, the latest recording dating from 1993, just over a year before Stevens' death. From this time (after 1968) he started to work regularly with Derek Bailey, as a duo, documented on several recordings, and in the Music Improvisation Company with, in addition to Bailey, Hugh Davies, Jamie Muir and, for the last year of its life, Christine Jeffrey. The MIC lasted from 1968 to 1971. During this period Parker also worked in various of Tony Oxley's groups and it was in 1970 when he formed Incus Records with Bailey and Oxley, the hugely influential label that was one of the few ways of getting the music outside of the capital. Parker was also involved in many of Bailey's Company groupings but stopped working with Bailey in 1985 and left Incus at this time. 

While happy to operate in all manner of ad hoc situations, Evan Parker has formed a number of long-term associations that have continued to allow him to grow musically. The first one of these began in 1969 when the Evan Parker/Paul Lytton duo was formed. The first public performance of the duo occured the following year and, particularly as a result of recent Emanem recordings, has been documented reasonably well. Martin Davidson (notes to Three other stories) points out that 'they immediately incurred the wrath of more conservative commentators thanks to their exploration and use of what had hitherto been considered "noise".' At this time, Evan Parker was also supplementing his standard reed instruments (not, of course, played in an especially standard manner) by, for example, the shêng, a bullroarer, a poll drum, a voice tube and by playing cassette recordings of previous performances. 'Additionally, there were some home made items, notably the Lyttonophone (made by Lytton but played by Parker) best described as a slide contrabass clarinet and the Dopplerphone, a length of soft rubber tubing (activated by a saxophone mouthpiece and manipulated to alter the rate of airflow) attached to a longer length of clear plastic tubing (whirled around the head whilst being played) ending in a plastic funnel' (Davidson, op. cit.). As time passed, so the home-made instruments were dropped and the duo itself ceased to perform, being replaced, from around 1980 onwards by a trio with the addition of Barry Guy. Intermittently recorded in the early days of its existence, the 'Evan Parker Trio', or the 'Parker/Guy/Lytton' trio has achieved particular visibility and popularity among followers of improvised music since around 1994 (with the release of Imaginary values). The trio has included guests, either on an ad hoc basis or for specific projects and tours, and these have included Kenny Wheeler, Paul Rutherford, Mark Charig and George Lewis. The mid-1990s have also seen the emergence of the Evan Parker Electro-Acoustic Ensemble formed by enlarging the trio with the sound processing capabilities of Philipp Wachsmann, Walter Prati and Mario Vecchi (see, for example, Toward the margins). In fact work with electronic projects has taken up more of Parker's time in the 1990s, beginning with a collaboration with Walter Prati in 1990 (Hall of mirrors) and finding a particularly satisfying focus (for this listener at least) in his work with Lawrence Casserley. Other (acoustic) trios have played on different occasions, featuring, for example, Mark Sanders on drums and Paul Rogers (and latterly John Edwards) on bass. 

The other long working association also stems from around the same time as the Parker/Lytton duo. In 1968 Parker was a member of the Peter Brötzmann Octet that recorded Machine Gun and, apart from other work with Brötzmann he also spent some time in a quartet with Irène Schweizer, Peter Kowald and Pierre Favre. Then, around 1971/1972, the Alexander von Schlippenbach trio was formed with Evan Parker on reeds and Paul Lovens on percussion, Parker replacing Michel Pilz. Around the core of this trio, quartets have sprung from time to time, including, on bass, Alan Silva, Nobuyoshi Ino and Reggie Workman. 'I won't be leaving this group unless Alex decides to sack me. Since, as Alex says, "free jazz keeps you young", I'll tempt fate and say, "who knows how long we've got?"' (Evan Parker, 50th birthday concert). Partly as a result of these two long-standing associations, Evan Parker has been a consistant member of the saxophone section of three of the major large scale groups in improvised music, groups that play a mix of compositions, arranged sections and free areas: Globe Unity Orchestra; London Jazz Composers Orchestra; and the Berlin Contemporary Jazz Orchestra. He has also continued for over 25 years his association with the 'Blue Note' musicians, who left South Africa to escape apartheid and settle in London in the late 1960s; a recent example is Bush fire from the Louis Moholo/Evan Parker Quintet. In addition he has continued to work with an extremely wide variety of musicians and groups from all musical areas, from Sainkho Namtchylak, Anthony Braxton, Paul Bley, Wolfgang Fuchs to :zoviet*france. 

In spite of this major group activity, it is as the creator of a new solo saxophone language, extending the techniques and experiments started by John Coltrane and Albert Ayler, but taking them away from the rhythmically jazz-related areas and into the realm of abstraction, that Evan Parker is perhaps most recognised. In particular, his use of circular breathing techniques to create extended, complex, overlapping, repetative and beautiful soundscapes is generally seen as the apex of saxophone virtuosity.

	Evan  Shaw PARKER
	Time Will Tell
	1995
	67:15
	label: ECM

Paul BLEY (см.) [p]; Evan PARKER  [t&s s]; Barre PHILLIPS (см.) [double bass].
Time Will Tell marks the first occasion that Evan Parker, Paul Bley and Barre Phillips have worked together as a trio - or, more specifically, the first time Bley has played with Parker (Barre has a good deal of history with both men). This studio encounter nonetheless reflects upon a great deal of shared experience, common goals, uncommon listening, and parallel musical activities over decades of New Jazz experimentation. It's all one seamless story, as Evan Parker says, but its plot is complex.

Standing in the metaphorical wings at this recording is the figure of Jimmy Giuffre, the music taking more than its drummerless reeds/ piano/bass instrumentation from the directions he helped to establish. Bley and Phillips are alumni of consecutive incarnations of the Giuffre 3; Paul rejoined the Fusion / Thesis / Free Fall trio after a hiatus of 27 years. Evan Parker was much inspired, at the beginning of his musical journey, by the liberating implications of Free Fall in particular, and we hoped that the participants might arrive at not an updating of the Giuffre concept (Giuffre's music is as "contem​porary" as ever), but rather a reexamination of the shades of meaning "free improvisation" has encompassed since Jimmy took the rules out of the rulebook. This was one consideration. Another was simple curiosity. How would Parker sound with Bley? Few of the other innovative pianists with whom Evan has recorded in a small group context - think of Cecil Taylor, Alex Schlippenbach, Irene Schweizer - give first priority in their work to clearly-drawn melodic invention, lyricism or introspection - qualities which Bley has come to exemp​lify, even if he shares his louder colleagues' interest in atonality and their fondness for the cluster. At bottom, their concerns are similar - the truth of the matter is that Bley and the Taylor axis have simply taken different approaches to the freeing of the rhythm.

Parker's alliances, in any case, have most often been with the "energy" players. Yet anyone who has listened at all closely to the saxophonist knows that he is the most "pitch-sensitive" of the free hornmen. The way in which his soprano adroitly plaits harmonics, and hones in on overtones spilling out of the densest free group improvising, is proof enough. In recent years, Evan has allowed more unambiguously melodic material to bubble to the surface in his improvisations. There are fleeting moments in a duo recording with Anthony Braxton from '93, for example, that make specific reference to the Tristano school (and more such references in the present recording: see "Marsh Tides"). And Kenny Wheeler's charts, when not specifically employing Evan's talking-in-tongues as a contrasting element, often prompt the saxophonist to play some​thing pretty. Would the association with Bley bring Parker's under-recognised lyrical gifts to a more comprehensive flowering?

For that matter, how would Bley play with Parker? Paul Bley's mastery of the bare-boned free ballad brooks no serious challenge. The intellectual rigour he brings to improvisations in which every note seems judiciously weighed is unmatched for sheer consistency: his attention and control - and the logic of his lines - seem never to falter. His personal approach to playing standards and bebop has also been documented in a discography that grows fatter almost by the week. Less celebrated but in this writer's opinion just as vital are Bley's rarer forays into "hotter", more temperamental improvising zones, the areas covered by vintage albums such as Barrage, Turning Point and the live Blood, Paul Bley In Haarlem. Bley might have washed his hands, subsequently, of "the early avant-garde where everybody sounded like a roomful of screaming cats" (old Down Beat interview) but he is an improvisor, he responds to his surround​ings, and perhaps together Parker and Phillips - more than ready to wail when occasion demands it - could propel the pianist into turbulent waters once more. In any case it seemed fitting that Bley, who had played with Charlie Parker at the age of 20, should be playing with Evan Parker when in his sixties. He hasn't missed many of the other major saxophone innovators in the intervening years. The long list of sax players he has confronted, challenged and/or accompanied includes Ben Webster, Lester Young, Coleman Hawkins, Jackie McLean, Lee Konitz, Ornette Coleman, Sonny Rollins, Eric Dolphy, Booker Ervin, Charles McPherson, Albert Ayler, Steve Lacy, Marshall Alien, John Tchicai, Archie Shepp, John Gilmore, John Surman, Joe Maneri, Keshavan Maslak, Ivo Perelman and more.

Barre Phillips seemed uniquely qualified to mediate between Bley's world and Parker's. Barre too has played with Coleman Hawkins, Ornette, Giuffre, Surman - and with other Bley associates including George Russell and Don Ellis - plus, he has a quarter-century of European free music gigs to his credit. Of the generation of American players who shaped the New Thing of the 60s he has gone the furthest into Europe-based extensions of its philosophy in which, as Barre has defined it, "it's about the expressive, spiritual, life side of the music". While some of his once radical American confreres have since been working backwards through the tradition, Phillips has followed his contrabass wherever it has led him.

Barre remembers that he first heard Paul Bley at the Jazz Work​shop in San Francisco in 1958. Within a matter of months both men were to have their lives and their musical objectives turned around by contact with Ornette Coleman. Ornette's first great quartet, as the history books now stress, was formed inside Bley's Hillcrest Club band. Phillips meanwhile got to know Coleman via the MJQ: Barre's brother, the composer Peter Phillips, was deeply involved in the Third Stream movement and, sharing John Lewis's (and Giuffre's) enthus​iasm for Ornette's revolutionary ideas, befriended and championed the saxophonist. In California, Ornette jammed with Barre's band and left Phillips with more questions than answers but also with a strong sense of the path to be taken. By the time Barre got to New York, Ornette had gone into one of his periodic retirements but Bley was everywhere - working with Gary Peacock's band with Albert Ayler and Sunny Murray at the Take 3, leading his own units, buzzing around behind the scenes as an organizer. The blueprint for the Jazz Composer's Guild had just been drawn up, the "October Revolution" was imminent. Barre worked in several of Bley's groups, including a band with Rashied All on drums, and he joined Giuffre's new trio with Don Friedman on piano.

In the same period, a teenage botany student from England was also scurrying around Greenwich Village's clubs and coffee houses, soaking up as much music as he could absorb. Evan Parker's father had worked for many years for BOAC, which enabled his son to take ludicrously cheap flights to New York - he had but to pay seven shillings and sixpence airport tax. "I was already playing saxophone by then", Parker recalls. "Not very well, but I was listening to the right stuff." High amongst his priorities was the Giuffre trio. "Free Fall had seemed to me at the time to be at the limit in terms of abstraction and freedom from constraints and pre-givens. I thought it was remark​able." Looking for Bley, he headed for an advertised Paul Bley / Gary Peacock gig at the Phase Two, only to discover that the impulsive pianist had handed keyboard responsibilities over to his then-wife Caria for the evening. Other arresting music to be heard included that of the Cecil TaylorTrio, Eric Dolphy, the Steve Lacy / Roswell Rudd "School Days" band ... all of it made a profound impact.

By the mid-60s, Barre Phillips was growing curious about Europ​ean perspectives on the music. He had twice visited Europe, playing with George Russell at the first Berlin jazz festival, and touring with Giuffre in '65. In 1967 he decided to go to London for a while "and do a little psychic research". On the day of his arrival he met John Stevens, who greeted him with the words "Welcome, we've been waiting for a bassist for two years!". Phillips played that same night at the Little Theatre Club, London's laboratory for musical research. The Spontaneous Music Ensemble, Stevens's pioneering band, had shrunk from quintet down to the hard core of just the drummer and Evan Parker in'67. With the addition of Barre Phillips it became a trio for an extended period. Phillips made other important contacts in London, striking up a friendship with Chris McGregor, for example, and working with the South African's large and small ensembles. Evan Parker remembers John Surman coming by to hear the SME one night and offering to trade bass players for a forthcoming gig: "I'll swap you a Dave Holland for a Barre Phillips". A portentous proposal. Its eventual consequences included Holland's presence on the SME's groundbreaking Karyobin album, and Barre's membership of that exciting group called just The Trio with Surman and drummer Stu Martin.

By the early 70s, Paul Bley was quite a familiar presence on the fringes of the various European scenes. Always interested in new developments, he attended the concerts held by the London Music​ians Cooperative (the UK's "answer" to the Jazz Composers Guild), briefly adopted Han Bennink as his drummer, and lived for a while at Stu Martin's Belgian home. Also by the early 70s, all three of the protagonists of this recording had albums released by ECM. Manfred Eicher had visited Bley in New York before launching his record company and noted with approval the wall-to-wall tapes that lined Paul's apartment. From this treasure trove came the albums released in 1970 and '71 as Paul Bley with Gary Peacock and Ballads. In '72 Bley travelled to Oslo for his first, crucial, solo piano recording Open, To Love.
Overtures had already been made by ECM to the Surman-Phillips-Martin trio in 1969 but Surman's contractural commitments ruled out a recording back then. The Trio finally appeared on Mountainscapes, an album issued under Barre Phillips's name in 1976. In the interim two other Phillips projects were issued. In February and March of 1971 Barre recorded two multiple bass projects. The first of these, Music For Two Basses featured Dave Holland, the second, For All It Is, featured Barry Guy, Palle Danielsson and J. F. Jenny-Clark. Barre also played on Terje Rypdal's What Comes After.
In 1970, Fred Braceful, previously a charter member of the Wolfgang Dauner Trio and Robin Kenyatta's band but by then Mal Waldron's drummer, told Manfred Eicher about an interesting band he'd seen in Berlin, a group that was working with sound in a new way. This was the Music Improvisation Company: Evan Parker, Derek Bailey, Hugh Davies, Jamie Muir and Christine Jeffrey. After careful listening ECM followed up this recommendation and the Music Improvisation Company's debut album became the fifth record to be released by the label. (A further document of the London free music scene was Dave Holland and Derek Bailey Improvisations For Cello and Guitar, recorded at the Little Theatre Club - on Evan Parker's Revox!). Parker was also to appear on Globe Unity's three Japo recordings and two of Kenny Wheeler's ECM albums, as well as Gavin Bryars's After The Requiem.
For much of the 1970s and part of the 1980s, however, Paul Bley and Evan Parker were rationing their studio dates, for both were preoccupied with the running of their own record labels. Parker: "To make sense of having your own label, you have to record for it pretty much exclusively". Evan co-directed Incus for fifteen years, Bley laboured with his own Improvising Artists Inc (IAI) for seven. After IAI was laid to rest, Bley returned to ECM for an Alfred Harth session (This Earth!) in 1983. The bass player on the date: Barre Phillips. Bley's quartet of the late 80s - with John Surman, Bill Frisell and Paul Motian - was formed at an ECM production and left behind two fine albums. Fragments and The Paul Bley Quartet. The pianist's relationship with John Surman was revitalized on Surman's Adventure Playground and on the second album drawn from that 1991 session, In The Evenings Out There.
Barre Phillips's ECM discography forms a fascinating idiosyn​cratic genre of its own. The albums issued under his name variously embrace solo bass improvisations (Call Me When You Get There), songs and soundscapes (Journal Violone II, Music By...), music for bass, percussion and tape (Aquarian Rain), hard-driving cutting-edge jazz (Mountainscapes). and a protean space-rock underscored by tabla (Three Day Moon). The music still is "the sound of surprise" when Barre is playing. Since 1987 he has worked extensively with fellow bassist Barry Guy - in duo, in Guy's London Jazz Composers' Orchestra and in a sextet called Elsie Jo. In both the sextet and the orchestra he plays alongside Evan Parker.

Given the overlapping histories of the protagonists and their immense resources as improvisors it is perhaps unsurprising that the trio quickly uncovered a group identity of its own - broader than the simple addition of individual "styles" - in the making of Time Will Tell. On the evening before the session was to begin, the musicians asked each other, "What are we going to play??", a question answered with grins and shrugs and the frank admission, "No idea". Once the red light was on there were no hesitations. The production may not quite have been Paul Bley's ideal studio date, "where you keep the cab", but it came close. The album seemed to shape itself, very swiftly. The collective improvisations are presented here almost in the order of their recording. The long piece called "Poetic Justice" - the title is Bley's - was the first piece played and it mapped out the territories the three musicians would explore in detail in the course of the session.

---- Steve Lake

	Evan  Shaw PARKER
	Sankt Gerold
	1995
	67:17
	label: ECM

Paul BLEY (см.) [p]; Evan PARKER  [t&s s]; Barre PHILLIPS (см.) [double bass].

	Evan  Shaw PARKER
	Evan PARKER & Sainkho NAMTCHYLAK:

"Mars Song"
	1996
	61:55
	label: Victo

Performed by:
Parker, Sainkho Namtchylak

This duet performance between improvisational soprano saxophone wizard Evan Parker and Tuvan jazz and new music vocalist Sainkho Namtchylak was recorded live in 1996 at the Toronto Music Gallery. It was not the first time they had played together, though it was the first as a duo. The recording is aptly titled, not because the music is spaced out, but because it appears beyond the scope and breadth of human language to encompass, let alone embrace. A familiar figure, Parker is practically a grandfather on the new music scene, though you wouldn't know it from his playing during the last ten years, which has been sharper than at any time in his career. When it comes to boundaries on expression in sound, his fluttering, ribbonlike approach to playing saxophones takes on all comers. He uses any means at his disposal to get there: force, seduction, passivity, mischief, and even playing it straight! But in this matchup with Sainkho Namtchylak -- a woman whose voice is so demanding, so powerful, so utterly foreign in language, sound, phrase, and timbre -- he almost gets lost. Namtchylak left Tuva in Siberia to come to Moscow, where she first encountered jazz and began singing it. Later, moving to Berlin and other Western lands, she developed a kind of improvisational, "free" singing that keeps her homeland firmly in the foreground while incorporating Western approaches. In Tuva, the entire body is used when singing. Tuvan "throat singers" are now fairly common in the U.S., but Namtchylak comes from a different tradition. Throat, belly, legs, fingers, vulva, mouth, eyes, ears, nose, throat, etc., are all used to create different types of sound. Those sounds, juxtaposed against Parker's saxophones, are other, foreign, seemingly beyond the reaches of language -- even to her Tuvan countrywomen! This is the sound of emotional and spiritual warfare, primal birth, death, and the bardo before reincarnation as some other (pre-language) being that needs to somehow speak. Parker doesn't dance around her; he plays as if he is speaking through her as her body emotes guttural moans, shrieks, and indescribably horrific and yet gorgeous sound. This is the sound of a duet, it's true, but it's more the sound of two musicians trying to overcome incredible obstacles to learn to "speak" with one another, and in the process of "becoming" themselves. This is truly a difficult, awesome, and, yes, terrifying recording.

Tracks:

Song of the Eclipse  - Namtchylak, Parker

Transit of Venus  - Namtchylak, Parker

Time, That Other Labyrinth - Namtchylak, Parker

Mars Song  - Namtchylak, Parker

Hurzu - Namtchylak, Parker

	Evan  Shaw PARKER
	Monkey Puzzle
	1997 
	60:22
	label: Leo

Evan Parker [s&t s]; Ned Rothenberg (см.) [b cl, a s].

Articulating Intercultural Free Improvisation: Evan Parker’s project.

“The unity of art works cannot be what it must be. i.e. unity of a manifold. By synthesizing the many, unity inflicts damage on them, hence also on itself.” Theodore Adorno, Aesthetic Theory, 212
[...] And according to Evan Parker: “If you start trying to break it down in terms of geography and nationalisms, it gets very complicated. Those terminologies get used a bit too loosely at times: European this. Black that It can present a false idea of having explained something, when you haven't explained anything at all. You've just added a label” (1993). 

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

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

It is in this regard that Parker talks about free improvisation as an ‘evolving a global language’ which transcends narrow nationalisms and which recognizes cultural differences as potential for interesting collaborations (1996). In my interview with Parker he referred to this language as ‘the global discourse on free improvisation’. This community cuts across boundaries and borders without actually dismantling those divisions; it is simultaneously intercultural and intracultural. Parker has said: “There is a kind of tension to be maintained between total heterogeneity (where there is no cheese and pickle sandwich) and total homogenization where all identity markers are flattened out and we arrive at a kind of filtered ‘new age-world music’ pap. (Like a cheese and pickle sandwich in the blender!) The aim as I see it is to initiate and to respond to the initiatives of others in proportion to a sense of demands made by the particular piece of music as it unfolds. In this sense, no differently than in any freely improvised context” (1997).

For Parker there is little distinction to be made between intercultural free improvisation and any other type of free improvisation. All free improvisation inhabits the space between homogenization and heterogeneity similarity and difference, proximity and distance, unity and diversity. Mark Mattern, in his wonderful book Acting in Concert Music, Community, and Political Action, takes Parker's sentiment one step further. For him, all music making has the potential to allow for the active presence of diverse world views within the sphere of a single context. He remarks: “The identity and political commitments of a diverse community cannot be taken for granted.  In varying degrees, differences of ethnicity, race, gender, class, and political orientation create disagreements about communal identity and commitment. Do means exist for negotiating those differences? Music can be one way of answering that question, providing a communicative arena in which differences within a community can be expressed and perhaps negotiated. Thus, music may enable the coexistence of community and diversity” (1998).

While I agree with Mattern's basic premise, I think it's important not to draw a direct equivalence between all forms of music making. Rather, I'd like to suggest that free improvisation is a particularly fertile 'communicative arena' in which divergent individual and cultural narratives can be articulated.

Now, when I say 'articulated,' I'm using the word in two senses. The first, of course, has to do with 'expression' or 'utterance' or, more broadly, with 'communication.' This is more or less what Mattern means when he says that music provides a 'communicative arena' in which differences within a community can be expressed and negotiated. The second sense of the word 'articulate' has to do with the joining together of dissimilar ideological or discursive elements to form a kind of unity or constellation which results not from the uncovering of a shared essence but through an engagement in a shared process. In this sense articulation is a practice, not the name of a given relational complex (1985). And it is the recognition of this process which moves us away from looking at collaboration and the construction of community through the lens of essentializing paradigms and moves us towards an acknowledgment of evaluative strategies which take into account context and performance.

This particular use of the word articulation has a long history in Marxist thought, from Gramsci and Adorno, to Althusser and Laclau and, most recently (and one might say, most profoundly) in the work of Stuart Hall. In the most general sense, articulation was used as a way of grappling with (and correcting) reductionist tendencies within Marxism. Obviously, this is not the place to give an account of this vast history (for a detailed look at the shifting uses of this word see Harold Wolpe's Introduction in Wolpe 1980). For our purposes here I'd like to point to Hall's conceptualization of this term. For Hall an articulation is “the form of the connection that can make a unity of two different elements, under certain conditions. It is a linkage which is not necessary, determined, absolute and essential for all time. You have to ask, under what circumstances can a connection be forged or made?” (1996).

The unity formed by this combination or articulation, is always, necessarily, a ‘complex structure’: a structure in which things are related, as much through their differences as through their similarities. This requires that the mechanisms which connect dissimilar features must be shown -- since no 'necessary correspondence' or expressive homology can be assumed as given. It also means -- since the combination is a structure (an articulated combination) and not a random association -- that there will be structured relations between its parts, i.e., relations of dominance and subordination (Hall 1980).

The beauty of Hall's analysis is that it accounts for the fact that identities and articulated relationships are mired within history. Not that they are 'essential' and unchanging but that they can be located within specific historical, social and cultural contexts. In this sense, Hall's insistence that an 'articulated combination' is not 'a random association' must be taken seriously. In my interview with Parker, we spoke about how identity functions within the context of an intercultural encounter and, in many senses, Parker echoed Hall. Both acknowledge that identity should be seen as fluid and transformable; at the same time, however, they are both reluctant to completely turn their backs on the particularity and embeddedness of identity.

“So, part of the job is to represent the komungo and yourself and your relationship with the komungo just as well as represent a notional kind of flexibility or accommodation to the demands of the ensemble. In other words, if everybody has tried so hard to accommodate the ensemble there won't be an ensemble because, first of all, nobody will play the first note... So the particulars of this are of course a little bit to do with cultural identities and to what extent those identities are negotiable. But there has to be a sort of non-negotiable core to each person's playing, in order that they represent something. That's just a way of saying that they have a kind of maturity that they are ready to be there, to be something” (Parker 1997).

Within free improvisation the mechanism (to use Hall's term) which enables the connecting of 'dissimilar features' is, to put it quite simply, listening; it is in the listening to 'others' that differences are marked, negotiated and articulated. And, if free improvisation has anything emancipatory or 'anticipatory' about it, then this kind of proleptic vision is contained within the act of listening, not in the sounds themselves.

I also want to make a claim that bundled up with this view of listening are issues of power and concern (and this is why Hall's evocation of the 'relations of dominance and subordination' is so important). Listening entails respect and care, it is the filter through which anticipatory consciousness manifests itself. Jin Hi Kim provided me with an excellent example of what I mean:

“And when I do improvisation... it depends on who I improvise with. Each musician has a different kind of a vocabulary. And it's you having a conversation with somebody, your life, personality, particular way of talking and many things, many little things, nuances. And I think in improvisation you have to listen more than play Because if you're just playing then it's like speaking to yourself and the other person is just listening to you. But, in improvisation you cannot do that it's sort of like you have to weave the texture together. So for me it is more listening than playing” (1998).

So listening entails a kind of reciprocity. It opens up from itself. The 'many little things' that Kim speaks of are shards from our identities, the inflections that emerge from our particular histories. Listening is the way identities are narrated and negotiated and the way differences are articulated, or in Kim's terms, 'woven together.' She continues: “I have to expect that others will accept my identity too. I feel that it is a successful improvisation when I experience that others are listening to me as well. There are times when some musicians go only for their own thing and there is no way that I can stand out because the person is not really listening to me at all. And very obviously my identity is disappearing in that collaboration” (1998).

But listening does not entail silence. There is a simultaneity of perceiving and acting. We play the silences. This is the radical thing about free improvisation; it can, sometimes, illumine the performative core of listening.

Free improvisation is, therefore, a mode of listening, an evaluative framework that allows individuals to parse the unfamiliar and make considered (and considerate) aesthetic judgements (and as Simon Frith points out in his article Music and Identity, there is a close correlation between aesthetics and ethics). Intercultural collaborations within the discourse of free improvisation make more explicit the fact that free improvisation is not just about spontaneity or about non-idiomatic playing but that it is, above all, a fertile space for the enactment and articulation of the divergent narratives of both individuals and cultures.
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--- Jason Stanyek, “Resonance”, Vol. 7#2

	Evan  Shaw PARKER
	Jah WOBBLE & Evan PARKER:

"Passage To Hades"
	2000
	50:18
	Recorded at Intimate Studio, Sept. 2000

All compositions by Parker/Wobble/

Evan Parker [s&t s]; Jah Wobble (см. в 'Alternative') [b, k]; Mark Sanders [d]; + Jean-Pierre Rasle [bagpipes, bass crumhorn]; Clive Bell [stereo goathorns, fl].

free-jazz + такой драйв, что ноги сами в пляс просятся.

	Charlie  PARKER
	
	
	
	см. в исполнении: Anthony Braxton ‘Charlie Parker Project’ 1993 (2 CD set); Archie Shepp;

	Andrea  PARKINS
	Cast Iron Fact
	1996
	63:46
	label: Knitting Factory (NY)

Produced by Andrea Parkins, Hugo Dwyer, Ellery Eskelin.

Andrea Parkins [accordion, sampler, p]; Briggan Krauss (см. тж.: Briggan KRAUSS; SEX MOB) [a s]; Kenny Wollesen [d, perc].

“Two fisted-powerhouse of accordion machismo...” – Village Voice

“Parkins just about steals the show with her fucked-up accordion: she provides drones, counterpoint and musical debris.” – Edge of Obscurity Music Database

“Bringing (the accordion) to its knees. Her inventive, spiky approach... includes running the instrument through a fuzzbox...” --- Pulse! Online

Composition melts into improvisation, tradition becomes subversion and then the real fun beings! Pianist and accordion player Andrea Parkins enlisted fellow labelmates Briggan Krauss and Kenny Wollesen to accompany her on her stunning release. Pound for pound. Parkins will kick your ass coming and going. Parental discretion advised.

	Andrea  PARKINS
	Slippage
	1998
	60:15
	label: Knitting Factory (NY)

Andrea Parkins [accordion, sampler, p]; Briggan Krauss [a&bar s, cl]; Kenny Wollesen [d, perc].

“Piano plying that creates a sometimes savage, sometimes delicate aura.” ---Village Voice
“...a spellbinding study in textures, noise, and improvisational high-wires.” --- Earshot 

A metallic blow to the ribs and brain like a locomotive tunnelling through an icy black hole, Parkins takes you through mezmerizing tunnels of pulse, chaotic moments of dark edgily cut sound. Tangible melodies erupt out of brilliantly variegated and restless. Slippage features Briggan Krauss on saxophones and clarinet, Kenny Wollessen on drums and percussion, and Andrea on accordion, samplers, piano.

"Нет, нет, не женская это музыка, да простят меня поборники ра​венства, а также аккордеонистка (и пианистка) Андреа Паркинс.. К чёрту равенство, да я и не имею в виду способности музыканта — женщины играют не хуже мужчин — просто больно уж концепция у альбома суровая и непреклон​ная. Про какую-то там романти​ку или чувственность и говорить даже неудобно после прослуши​вания первых же вещей. Что воз​никает перед нами сразу же и не​умолимо, так это "сурового фри-джаза чистейший образец". Но послушайте чуть вниматель​нее — и некие неуловимые чер​ты этой музыки, скорее всего, расположат вас к благосклонно​сти. По-моему всё дело в том, что это совершенно неагрессив​ный, хотя и очень динамичный и бескомпромиссный альбом. Ред​кое, очень редкое сочетание. Уж и не знаю, какую здесь уместно привести аналогию, но по степе​ни открытости и органичности спонтанного  самовыражения альбом стоит на уровне лучших последних работ Орнетта Коулмена или Джона Зорна. А кое в чём и превосходит: у Андреа Паркинс исключительное чувство меры, она играет и для слушате​ля тоже, а не только для себя, как это частенько бывает в авангард​ной музыке.

Это только второй её сольный диск, но послу​шайте, какие отзывы он получил в американской музыкальной прессе: "Андреа Паркинс рабо​тает в совершенно новом напра​влении, где импровизация и му​зыкальная логика кажутся неза​висимыми и параллельными друг другу"; "Она взрывает типичные ассоциации, связанные с игрой на аккордеоне"; "Её игра на фортепиано удивительным образом создаёт одновременно суровую и деликатную ауру"... Это совершенно конкретные слова, дающие ей точную харак​теристику и отличающиеся от стандартного общехвалебного стиля, когда нужно поощрить, но особенно не за что.

Два других музыканта из её трио уже вполне известны, на​верное даже больше, чем она са​ма. Бригган Краус (Briggan KRAUSS) (см.) играет и с Уэйном Хорвицем  (Wayne HORWITZ) (см.), и в составе нашумевшей хули​гански-импровизационной нью-йоркской  группы  "SEX MOB" (см.) (мы, кстати, уже обозрева​ли альбомы их всех). Кении Уоллесен играет попеременно в том же "SEX MOB", с Джоном Зорном (John ZORN) (см.), Марком Рибо (Mark RIBOT) (см.) и является по​стоянным аккомпаниатором у Тома Уэйтса (Tom WAITS) (см.). Так что компания подобралась что на​до: ударник, который умудряет​ся сочетать одновременно джа​зовое, роковое и какое-то аф​риканское начало в своей игре, саксофонист, который то выпе​вает, то выкрикивает, то речита​тивом проговаривает рваные витиеватые фразы, и Андреа — логичная в своей нелогичности и последовательная в своей непоследовательности.

Очень современная, урбани​стическая, немного технологич​ная, но исключительно живая музыка."

"Jazz Квадрат"

	(Andrea  PARKINS)
	Ellery  ESKELIN with Andrea  PARKINS and Jim BLACK:

"The Secret Museum"
	2000
	61:06
	free impro

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

rec. in Switzerland, Nov. 1999

all compositions by Ellery Eskelin

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

	PARLIAMENT
	Motor-Booty Affair
	1978
	46:31
	funk-jazz.

label: Casablanca Records (PolyGram)

George Clinton; Bernie Worrell (см.); Michael & Randy Brecker (см. BRECKER BROTHERS); Bootsy Collins; Maceo Parker; Ray Davis; and oth.

   Yea though he had danced on the one with the rhythm of the Flashlight, Sir Nose remained De-Void of funk. Now, aligned with the Bumpnoxious Rumpofsteelskin, this dull duo from the zone of zero funkativity once again attempts to syndromize the Planet, for in the face of the fury of funk they remain cool. Seeing so it be, Funkenstein renders Starchild this decree: Gather the baddest Master Funkers from throughout the Galaxy. We shall dance down Bimini Road to the Emerald City and do the Underwater Boogie until we get off at the funktion... Hark and Mark forward: Be ye aware of the Motor-Booty... go wiggle.

	PARLIAMENT
	Tear The Roof  Off
	1974-80
	73:26 77:48
	label: Casablanca Records (PolyGram)

	Arvo  PART ------- см. в секции 'Alternative'
	
	
	
	

	Joe PASS
	Fitzgerald And Pass Again
	1976
	55:32
	J.P. / E.F.

	Joe PASS
	Porgy & Bess
	1976
	42:27
	J.Pass / O. Peterson

	Joe PASS
	The Paris Concert
	1978
	43:00 50:00
	Oscar Peterson [p]; Joe Pass [g]; N-H. O. Pedersen [b.

	Joe PASS
	Crazy And Mixed Up                            [with Sara Vaughan]
	1982
	33:27
	Sara Vaughan [v]; J.Pass [g]; R. Hanna [p]; A. Simpkins [b]; Harold Jones [d].

	Joe PASS
	Appassionato
	1991
	56:45
	Joe Pass [ac & el g-s], John  Pisano  [ac  g],  Jim Hughart [b], Colin Bailey [d].

	PASSPORT
	Iquacu
	1977
	41:10
	

	PASSPORT
	Blues Roots
	1991
	45:12
	with Johnny “Clyde” Copeland [v, g] (см. тж. в “blues” section)

Klaus Doldinger and the blues? Only the uninformed can be so upset by the combination as to thoughtlessly accuse Doldinger of hopping onto a popular trend. Indeed, as we now know, the blues can never be a trend. And Doldinger, now living near Munich, has never denied that Big Bill Broonzy or Sonny Boy Williamson mean as much to him as Sidney Bechet or Charlie Parker. His understanding of the blues as a natural ingredient of a broad musical spectrum has been evident in previous albums. In 1973, for his first Jubilee concert, Klaus Doldinger played with the late Alexis Korner, the leading exponent of white, English blues. Two years later, he managed to drag the black musician, Buddy Guy, away from his Chicago blues club for a further Jubilee performance. For “Blues Roots”, Klaus Doldinger has won over Johnny Copeland, also affectionately called “The Texas Twister”. Although not so well known as some of the above musicians, Copeland is, besides T-Bone Walker or Johnny Guitar Watson, one of the most important blues interpreters in Texas. He has always displayed his very own brand of coolness, musical wit and naturalness in contact with other genres. The raw, cutting voice and terse, elegant play of the man from Houston are, together with Doldinger’s carefully positioned sax interjections, a hallmark of the Copeland compositions. Klaus Doldinger’s instrumentals are the other main feature of “Blues Roots”. In contrast, the attractive new rendition of the Charles Mingus standard, ‘Good Bye Pork Pie Hat’, shows that there is nothing blinkered about Klaus Doldinger’s approach to the blues. The very simplicity of the blues structure soon turns into a trap; it is both a challenge and puzzle. Just copying and imitating the feeling is easy. But to interpret it from the heart with real inspiration? In “Blues Roots”, Klaus Doldinger’s Passport and Johnny Copeland reveal the small, but subtle difference. And also liberate the blues from the popular notion that it can only reflect sadness, oppression and the hard luck of the eternal loser.

	PASSPORT
	Looking Thru
	1973
	
	 LP

	Jaco  PASTORIUS
	Jaco Pastorius
	1976
	42:00
	Jaco  PASTORIUS – см. тж. с: WEATHER  REPORT; Herbie HANCOCK “Sunlight”, “Mr. Hands”;
Этот сольный альбом Jaco Pastorius'a записан при активном содействии Herbie Hancock'a. В записи также участвовали: Don Alias [congas, perc], Randy Brecker [tp], David Sanborn [a s], Michael Brecker [t s], Sam & Dave [vocs], Lenny White [d], Wayne Shorter [s s], Michael Gibbs [arrangement, conductor], Narada Michael Walden [d] и др.

   Jaco Pastorius [1951-1987] -- бас-гитарист, также композитор и аранжировщик. Во второй половине 70-х годов он записался с Pat Metheny, Joni Mitchell, Al Di Meola, Albert Mangelsdorff, Paul Bley. С 1976 по 1982 гг. Pastorius -- в составе группы Weather Report. Он внёс значительный вклад в музыку группы тех лет, как своей игрой, так и композициями; записался на 5 альбомах Weather Report. В начале 80-х Pastorius сформировал биг-бэнд "Word Of Mouth", с которым записал два альбома.
Вышедший в 1976 году альбом «Jaco Pastorius» стал одним из самых впечатляющих сольных дебютов за всю историю джаза. Особенно, учитывая возраст бас-гитариста Жака Пасториуса. Ему тогда было всего 24 года.

Начиная с первой же композиции «Donna Lee», записанной под аккомпанемент одной лишь конги Дона Элиаса, безладовый бас Жака Пасториуса буквально несётся вскачь. Его звуки буквально физически проникают в кожу. Бас-гитара танцует и плачет, играет затейливые мелодии и гармонии, то вдруг оборачивает​ся ударной установкой или клавишным инструментом. Присутствие рядом таких знаменитостей, как Херби Хэнкок, Хьюберт Лоус, Ленни Уайт и Уэйн Шортер отнюдь не смутила юное дарование. Бас-гитара до самого конца альбома остаётся главной и слышна даже на фоне очень плотных аранжировок. При этом Жак не ограничивается одним лишь джаз-роком, он пробует себя как аранжировщика духовой секции, струнных инструментов и даже играет на Карибском барабане. Жак Пасториус фактически основал своим первым альбомом новый стиль игры на бас-гитаре, который в той или иной степе​ни служит основой для всех джазовых (и не только) бас-гитари​стов. Он и, пожалуй, еще Стэнли Кларк были главными бас-гитаристами 70-х годов.

В начале 80-х из-за наркотиков и алкоголя у него начались серьёзные проблемы со здоровьем. Из-за которых, в свою очередь, значительно ухудшились его отношения с музыкальной индустрией. О Жаке Пасториусе просто забыли. Точнее, сделали вид, что его вовсе не существует. И он действительно перестал существо​вать всего через три года — 21 сентября 1987 года он скончал​ся в результате физической травмы, полученной в клубной потасовке.

Полностью забытый к моменту смерти, Пасториус был мгновен​но канонизирован сразу же после смерти. И музыканты, и крити​ки заговорили о безвременно ушедшей легенде джаза, об уни​кальном стиле, о новых возможностях бас-гитары. Майлс Дэвис написал композицию «Mr. Pastorius». Но, к сожалению, самому Жаку Пасториусу от вновь обретённой славы не досталось ни денег, ни медицинской помощи, ни дру​жеской поддержки.   --- Play

	Jaco  PASTORIUS
	Jaco
	1976
	36:39
	label: Improvising Artists Inc. 

Recorded: 1974.

Jaco Pastorius [el b]; Pat Metheny  [el g]; Paul Bley [el p]; Bruce Ditmas [d].

	Jaco  PASTORIUS
	Word Of Mouth
	1981
	44:08
	J. Pastorius with: J.DeJohnette, P.Erskine, H.Hancock, M.Brecker, H.Laws, W.Shorter, T.Teielemans, H.Johnson, T.Scott, a.o.

	Jaco  PASTORIUS
	The Birthday Concert
	1981
	69:29
	J. Pastorius with: Michael Brecker [ts], Bob Mintzer [saxs, bcl], Don Alias  [congas], Peter Erskine [d] + orchestra. 

	Jaco  PASTORIUS
	Holiday for Pans
	1982
	56:55
	label: Toshiba (Tokyo), edition 1993

По музыке диск аналогичен этому замечательному проекту  'Word Of Mouth'.

Jaco Pastorius (bass, bass pan, perc, kyd, voice)

Wayne Shorter (sax) 

Don Alias (perc) 

Othello Mollineaux (steel drums)

Leroy Williams (steel drums) 

Mike Gerber (piano) 

Toots Theilmens (harmonica) Bobby Eocomomov(drums/perc)

Kenwood Dennard (drums) 

Ted Lewand (g) 

Peter Graves (trombone) 

Craig Thayler (violin) 

Michael Gibbs Orchestra

	Jaco  PASTORIUS
	Invitation
	1983
	43:11
	  Live in Japan. 

Word Of Mouth Big Band: Jaco Pastorius with Don Alias [perc], R. Brecker [tpt], P. Erskine [d, tympani, gong], B. Mintzer [ts, ss], Othello Molineaus [steel drums]; special guest: Jean “Toots” Thielemans [harmonica]; and oth.

	Jaco  PASTORIUS
	Heavy ‘N Jazz
	1986
	68:17
	Jaco Pastorius [e-bass]; Bireli Lagrene [g]; Serge Bringolf [d].

1. BROADWAN BLUES (O. COLEMAN) 12'42" 

2. BLUMA (B. LAGRENE) 3'50" / SMOKE ON THE WATER (DEEP PURPLE) 3'00" 

3. THE MEDLEY: Purple Haze (J. HENDRIX) 7'00" / The Thing Stone From The Sun (J. HENDRIX) 2'48" / Teen Town (J. PASTORIUS) 8'00" 

4. STAR SPANGLED BANNER (J. HENDRIX) 5'02" 

5. REZA (J. PASTORIUS) 5'39"

6. HONESTLY (J. PASTORIUS) 6'28"

7. INVITATION (B. KAPER) 7'49" 

8. JACO REGGAE (J. JANKEJE) 5'57"

	Jaco  PASTORIUS
	Jazz Street
	1989
	39:24
	label: Timeless Records

recorded: 1986

Jaco Pastorius [b]; Jan Davis [p, synth]; Paul Mousavi [g]; Brian Melvin [d, perc].

	Big John  PATTON
	Blue Planet Man
	1993
	53:37
	label: King Records/Paddle Wheel Records (Japan), (KICJ 168), 1993 / Evidence (USA), (ECD 22127-2), 1995

Recorded at Skyline Studios, New York, April 12 & 13, 1993

Big John Patton: organ

John Zorn (см.): alto

Pete Chavez: tenor

Bill Saxton: tenor, soprano

Ed Cherry: guitar

Eddie Gladden: drums

Lawrence Killian: congas

Rorie Nichols: vocal

1. Congo Chant (Patton) 8:47

2. Funky Mama (Patton) 6:49

3. Claudette (Patton) 7:56

4. Chip (Patton) 5:43

5. Popeye (Patton) 8:01

6. What's Your Name (Patton) 4:25

7. U-Jama  (Archie Shepp) 6:53

8. Bama  (Patton) 4:28

	Big John  PATTON
	John  PATTON Quartet:

"Minor Swing"
	1995 
	53:32
	label: DIW

John Zorn (см.) [as], John Patton [organ], Ed Cherry [g], K. Wollesen [d].

 [Редкий случай столь единодушных отзывов об очаровательности проекта в стиле традиционного джаза]

	(Mario  PAVONE)
	Anthony Braxton and Mario Pavone Quintet:

"Seven Standards, 1995"
	1995
	65:13
	Mario  PAVONE - см. тж. с: Thomas CHAPIN

label: Knitting Factory Works (USA)

Anthony Braxton (см.): piano; 

Mario Pavone: bass; 

Thomas Chapin (см.): alto, flute, piccolo; 

Dave Douglas (см.): trumpet; 

Pheeroan Aklaff: drums.

1. Dewey Square                             (Charlie Parker)

2. Autumn In New York                       (Vernon Duke)

3. All Or Nothing At All                    (Author Altman, Jack Lawrence)

4. Eronel                                   (Thelonious Monk)

5. These Foolish Things Remind Me Of You    (Link, Strathcy, Maschwitz)

6. The End Of A Love Affair                 (Edward Redding)

7. Straight Street                          (John Coltrane)

	Mario  PAVONE
	Dancers Tales
	1997
	58:53
	label: Knitting Factory Works (NY)
Mario Pavone [b]; Marty Ehrlich (см.) [a s, cl]; Thomas Chapin (см.) [a&bar s, fl, sax without reed]; Peter McEachern [trb]; Peter Madsen [p]; Steve Johns [d].

THE BEST OF 1997
"Brilliant" -- Musician
"Challenging and original" -- The Wire
"Redoubtable bassist" -- Jazz Times
"If you don't know Pavone's name, solder it to your memory banks." -- New York  Newsday
"You don't know Pavone? ... unique... authoritative" -- Downbeat
"Pavone's a marvelous full-toned player who injects agressive forward motion throughout. Fascinating tonal colors." -- Rolling Stone
Mario Pavone's is one of those inspira​tional stories that make pick-up play​ers quit their day jobs and spend the rest of their lives pursuing their dream. In fact that's exactly what Pavone did. He first began playing bass at age 24; within eight months he was touring Europe with Paul Bley and Barry Altschul. Still half-heartedly pursuing a career in engineering, Pavone was working at his desk when he read in the NY Times that John Coltrane had died. He left his desk, and quit the next day after attending Coltrane's funeral never looking back. Since then, he has forged a career as one of the most highly respected bassists around, with the Thomas Chapin Trio and trumpeter Bill Dixon's group for many years, among work with Bill Ware, Joshua Redman, Marty Ehrlich and others. In addition to his Knittng Factory releases with Thomas Chapin, Pavone released in 1997 one of the year's most highly acclaimed albums, Dancers Tales, fea​turing Marty Ehrlich on clarinet, Thomas Chapin on alto and baritone sax, Peter Madsen on piano, and Steve Johns on drums. Don't miss Pavone's 1995 Knittng Factory release. Seven Standards (KFW 178) with Anthony Braxton, which continues to be a best seller.

Alto sax player Thomas Chapin began his career with luminaries Lionel Hampton and Chico Hamilton before branching out to participate in jazz on the fingers. “Thomas Chapin is arguably the most aggressive alto saxophonist and flutist on the downtown-New York jazz scene.” – Seattle Weekly   “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  “His thick, lustrious tone and angular phrasing can blow away just about any kind of blues.” – Eddie Hazell

	Mario  PAVONE
	Remembering Thomas
	1999
	57:07
	label: Knitting Factory

Mario Pavone & Nu Trio:
Mario Pavone: bass

Peter Madsen: piano

Matt Wilson: drums

Recorded shortly after the death of Thomas Chapin, Mario Pavone's musical soul mate, this album is as eloquent a homage to the late alto saxophonist as can be imagined. Pavone, on bass, is joined by Matt Wilson on drums and the positively hell-raising Peter Madsen on piano. This Nu Trio beautifully captures Chapin's left-of-center post-bop aesthetic, performing five Pavone originals, four Chapin pieces ("Don't Mind If I Do," "Bypass," "Insomnia," and "Aeolus"), one song by avant-garde vocalist Annette Peacock ("Miracles"), and one classic by Thelonious Monk ("Raise 4"). Whether meditating on a rubato theme, swinging playfully, or pulling out all stops on a fast tempo, Pavone, Wilson, and Madsen bring a searing intensity to the music, pushing each other to great heights. In a particularly moving gesture, they close the album with "Aeolus," the last piece that Thomas Chapin performed in public. Absolutely essential.
1. Don't Mind If I Do

2. Arkadia

3. Miracles

4. The Red Blues

5. Bypass

6. Jam-Ming

7. Pearl talk

8. Raise Four

9. Swoosh

10. Insomnia

11. Aeolus

Composed by Chapin / Pavone except #8 by Monk

	Gary  PEACOCK
	Tales Of Another
	1977 
	48:54
	Gary  PEACOCK - см. тж. c: Albert  AYLER; Keith Jarrett;

label: ECM

Gary Peacock [b], Keith Jarrett (см.) [p], Jack DeJohnette (см.) [d].

«Subtle but adventurous... with flexibility and consistently creative ideas...» – S. Y.
 Gary Peacock [ac b] в 60-е годы записывался с: Albert Ayler, Paul Bley, Jimmy Giuffre, Roland Kirk, и др. С середины 70-х он записывается  как лидер; он также участник трио K. Jarrett'a (jazz standards)

	Gary  PEACOCK
	Voice From The Past -- Paradigm
	1982 
	49:52
	label: ECM

Gary Peacock [b], Jan Garbarek (см.) [ts, ss], Tomasz Stanko (см.) [tp], Jack DeJohnette [d].

	Gary  PEACOCK
	Guamba
	1987 
	44:57
	label: ECM

Gary Peacock [b], Jan Garbarek (см.) [ts, ss], Palle Mikkelborg [tpt, flh], Peter Erskine [d, el d]

	Gary  PEACOCK
	Paul BLEY, Franz KOGLEMAN, Gary PEACOCK:

"Annette"
	1992 
	64:50
	label: Hat ART

Paul Bley (см.) [p], Franz Koglmann (см.) [fl h, tp], Gary Peacock [double-bass]

Inspiration, elusive and ethereal, can come from anywhere. Once considered a divine influence, allowing the chosen one to receive a sacred revelation, it can result from common or surprising,  rational  or illogical sources. Much "art" is (and has been) created without the spark of inspiration, from mechanical or technical motivation. It's not always easy to tell the difference. When true inspiration does occur, it may be a response   to   either   technical demands or emotional stimuli - in either case, heightening the energy and intensity conducive to com​munication.

Paul Bley is a pianist who, over the years, has found inspiration in many places, from Tin Pan Alley and jazz standards to his own considerable powers of improvisation; his experi​ences with Ornette Coleman and Caria Bley, two prolific and prismat​ic composers, have made him a special interpreter of their work. But one constant in an especially diverse career is that, from the mid-'60s to the present, he has freauently returned to a handful of songs com​posed by Annette Peacock... no doubt because they inspire him. Bley's  previous  recordings of Peacock songs have been among the most moving performances of all his work, but his familiarity and em​pathy with this material is only one of the remarkable circumstances that distinguish this disc. Both Bley and bassist Gary Peacock were once married to Annette. Too, this record​ing session was not planned to con​sist solely of Peacock's songs; in fact, it was Franz Koglmann, the third part of this equilateral trio, who first suggested and subtly arranged a few of her pieces. Over the course of the three-day session it was unan​imously decided to devote their at​tention to her music. The combina​tion of her material and their musi​cianship has produced magic. Why Annette Peacock? Little is known, and almost nothing has been written, about her. Her own record​ing career has been one of false starts and full stops, albums released and quickly pulled from circulation, or barely distributed at all. Her sing​ing, like her songwriting, is perilous and personal, edgy and discomfort​ing. And her writing has a singular point-of-view, haunted and haunting, inhabiting the shadows between pleasure and pain. She's titled al​bums Revenge and I Have No Feelings, songs "Ending" and "So Hard It Hurts." Her lyrics, too, are telling: "Soon I will die and every​thing will fade away, / Nothing ever was, anyway. / Hold yourself to keep from going mad..." ("Nothing Ever Was, Anyway").

There are no such vocals on this disc, but that does not cushion the blow. The music is naked enough. Peacock's songs are the antithesis of technique, so there is nowhere for the musician to hide. They invoke intensity through subtraction, favor a whisper over a shout, celebrate sim​ple nuance and complex emotions, conjure echoes of the past with a razor-sharp edge. Though the songs are exquisitely evocative - able to suggest a mood, whether loneliness or exhilaration, within a very few notes - their radical understatement demands the musicians use the theme to provoke their own stories, a test of imagination, character, commitment.

Some of the songs were composed specifically for Bley to improvise upon; their minor keys, dissonance, and dark, sparse textures intended as "environments he had to perpetu​ate," as she once told an interview​er. If they ultimately coax one into open harmonic and rhythmic fields, it is a landscape of intuition and dreams. The various solos, duos, and trios breath with free phrasing, with suspense in the suspension of time and movement, with tension in melodies that don't develop so much as swell with pain or passion. Ulti​mately, the sounds offer possibilities for the individual to become part of an ensemble... that is, form a re​lationship, accepting the joys or sorrows that may entail. It's fitting that the music begin and end with "Touching." Bley has re​corded this intimate theme several times, as a caress or, in one vehemently electronic version in concert circa 1970 with Peacock herself and Han Bennink, rubbed raw. His open​ing solo is a heartfelt adagio; the duo that closes with it seduces with deceptive brevity, breath and bass. The other songs reveal their secrets as deeply as each listener is willing to participate in them. They range from the caricaturish wit of "Cartoon" to the exposed nerve of Koglmann's flugelhorn on "El Cordobes," the schizophrenic nature of "Kid Dyna​mite" (with hints of a tango and blues), the ironic undercurrent to the trio section of "Both." "Blood" ("Send me none of your promises / keeping the sorrow. / Hold it tighter tomorrow, / you'll be out for blood.") is one of her most pervasive themes; of the two versions here, the first has Bley extending a single melodic idea taut as a noose and the closing trio a tragic aria from an opera of ro​mance and betrayal, the second Peacock's probing bass equally chilling in its sincerity and resolve. Finally, there's the elegaic "Albert's Love Theme," and "Mr. Joy," whose evasive theme and tender feelings balance the inherent pessimism ("How can you know for sure / any​thing at all, / it's a dream, this life, / and nothing's real...."). Though seldom revealed, feelings this vulnerable and explicit are real, music this honest and open is real, and the inspiration here is palpable and real. 

--- ArtLange, July 1992

	Gary  PEACOCK
	MUTHSPIEL- PEACOCK-MUTHSPIEL- MOTIAN
	1993
	50:37
	label: Amadeo

Christian Muthspiel (см.) [trb], Wolfgang Muthspiel (см. тж. с Marc  Alan JOHNSON; Dhafer YOUSSEF) [g], Gary Peacock [b], Paul Motian (см.) [d]

	Gary  PEACOCK
	Just So Happens
	1994 
	51:52
	label: Postcards

Gary Peacock [b], Bill Frisell (см.) [g-s].

	Gary  PEACOCK
	Masabumi KIKUCHI, Gary PEACOCK, Paul MOTIAN:

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

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

Music by Kurt Weill (см. в ‘Classics’). Rec. in NYC.

ALABAMA   SONG
9:32

BARBARA   SONG
6:36

MORITAT  11:14 

SEPTEMBER   SONG   8:37

IT   NEVER   WAS   YOU   1:45  i

TROUBLE   MAN   5:00

SPEAK   LOW   6:52

BILBAO SONG 4:37 

MY SHIP 5:26

	PEEP;
	The Joy Of Being
	
	49:17
	label: Knitting Factory (NY).  www.knittingfactory.com 
Michael Attias [a&bar saxes]; Robert Cimino [perc]; Fred Lonberg-Holm [cello]; Edward Ratliff [tp, trb, accordion, euphonium].

The exuberant debut disc by this NY-based quartet featuring the Knitting Factory’s cellist-in-exile, Fred Lonberg-Holm. The music is a melange of rock & jazz styles. Woven together in a way that  explores the limits of what this unusual combination of instruments might be expected to sound like. Think waltzing-klezmer-avant-folk-swing-implosions even Grandmother can dance to.

It’s Radical, It’s New, but you don’t need to be a Jew.

	Niels-Henning Orsted PEDERSEN 
	Dancing On The Tables
	1979
	39:50
	Pedersen [b]; Dave Liebman (см.) [t&s s, alto fl];  John Scofield (см.) [g]; Billy Hart [d].

Niels-Henning Orsted PEDERSEN  -- см. тж. с Joe Pass

	Aladar  PEGE
	Friedhelm Schonfeld with Aladar Pege
	1978
	
	LP = 43min.

Friedhelm Schonfeld [flute, alt clar, t sax]; Aladar Pege [contrabass]; Dieter Keitel [d, perc];  with Wolfgang Weber [cello](№4).

1. Heimweh (Friedhelm Schonfeld)

2. Solmas (Aladar Pege)

3. Achterbahn (Friedhelm Schonfeld)

4. Fur Gipsy (Friedhelm Schonfeld)

	Aladar  PEGE
	Pepita
	1980
	
	LP = 42:48

Aladar Pege [contrabass]; feat: Leo Wright [a s]; Art Farmer [cornet]; Bennie Bailey [tp]; a.o.

1. No Overtaking

2. Autumn Song

3. Latod-e Babam Azt A Szaraz Nyarfat

4. Printer's Devil

5. The Peacock

6. Every Day

7. Green Wave

all compositions by Aladar  PEGE

	Aladar  PEGE
	Live
	1982
	
	LP = 46:20

1. Bop Dance

Aladar Pege [contrabass]; Karl Ratzer [g]; Rudi Staeger [d].

2. Variations on 12 Tones

Aladar Pege [contrabass]; Albert Mangelsdorff [trb].

3. Evening Rendezvous

Aladar Pege [contrabass]; Lee Harper [tp]; Erich Kleinschuster [trb]; Fritz Pauer [p]; Erich Bachtragl [d].

4. Summer Shower

5. Wax Doll

6. Ostinato II

#4-6: Aladar Pege [contrabass]; Nemeth Janos [t s]; Tornoszky Ferenc [g]; Szabo Ferenc [d].

all compositions by Aladar  PEGE

	 Mark PEKARSKY -- см. в разделе 'Alternative'
	
	
	
	

	Marc  PERRONE
	Jacaranda
	1995
	76:08
	jazz-latina

Marc Perrone [accordeons diatoniques, voix]; Marie-Odile Chantran [vielle a roue]; Jaques Di Donato [clarinette]; Bernard Lubat [melodica]; Jean-Louis Mechali [batterie]; Andre Minvielle [perc, voix]; Raphael Sanchez [synth].

	Oscar  PETERSON
	Ben Webster Meets Oscar Peterson
	1959
	36:47
	label: Verve Master Edition: meticulous restoration; high-resolution, 20-bit digital transfer.

with: Ray Brown [b]; Ed Thigpen [d].

«The elegant lines, flashy, yet intricate phrases, and teeming solos represent the works of a genuine piano master...» -- All Music Guide To Jazz
  This project brings together two of the greatest stylists American music has produced. Here, in a program of timeless songs, pianist Oscar Peterson is the perfect foil – his effortless swing an excellent set-up for the unhurried scoops, slurs, and bent notes of tenor-saxophone balladeer Ben Webster – just the way he liked it.

	Oscar  PETERSON
	The Trio: Live from Chicago
	1961
	46:56
	Oscar Peterson with: Ray Brown, Ed Thigpen

	Oscar  PETERSON
	Trio + One
	1964
	40:52
	trio + Clark Terry (см.)

	Oscar  PETERSON
	Porgy & Bess
	1976
	42:25
	O.Peterson / J. Pass (см.)

	Oscar  PETERSON
	The Paris Concert
	1978
	43:00 50:00
	как выше

	Ernst-Ludwig  PETROWSKY
	Uschi  BR(NING,  Georg  KATZER,  Ernst-Ludwig  PETROWSKY:

"Cooperations"
	1997
	45:32
	Ernst-Ludwig  PETROWSKY – см. тж. с: Peter  BR(TZMANN;
avant-garde / free improvisation

label: Konnex (Berlin) http://www.pro-web.de/konnex 

Uschi  BR(NING [v]; Georg  KATZER [k]; Ernst - Ludwig  PETROWSKY [a&bar sax, cl, fl].

	Michel  PETRUCCIANI
	Pianism
	1986
	50:08
	trio

	Madeleine PEYROUX
	Dreamland
	1996
	39:40
	label: Atlantic

Madeleine Peyroux [v]; James Carter (см.) [saxes, bass cl]; Marc Ribot (см.) [g, banjo, dobro]; Vernon Reid (см.) [g]; Regina Carter [vln]; Marcus Printup [tp]; Charlie Giordano [k, accordion]; Cyrus Chestnut [p]; Greg Cohen [b, marimba]; Leon Parker [d]; Kenny Wollison [d, perc].

	PFS
	279
	1992
	49:59
	avant-jazz

label: Cuneiform (USA)

Scott Brazieal [p, k]; Herbert Diamant [s, bassoon]; Gary Parra [perc, noises]; Reed [live visuals]; with: Craig Fry [vln]; Bill Johnston [cello].

	PHALANX                                            
	Original Phalanx
	1987 
	55:36
	modern free-jazz-funk

label: DIW

George Adams (cм) [ts, fl], James Blood Ulmer (см) [g], Sirone [b], Rashied Ali [d].

Один из мощнейших и содержательнейших проектов в этом ключе (а чего ещё можно было бы ожидать от состава таких блестящих музыкантов?).

	PHALANX
	In Touch
	1988 
	53:09
	modern free-jazz-fusion
label: DIW

G.A. [t&s s, fl]; J.B.U. [g, fl]; S. [b]; R.A. [d].

На этом диске, в отличие от предыдущего, мы не обнаружим фанка, но энергетически он от этого совершенно не проигрывает. И это только подтверждает тот факт, что энергия музыки не в её форме, а в музыкантах.

	PHARAOH'S DAUGHTER
	Out of the Reeds
	2000
	41:58
	label: Knitting Factory (NYC)   www.knittingfactory.com 

PHARAOH'S DAUGHTER: Jen Gilleran [tabla, v]; Benoir [el g, v]; Martha Colby [cello, v]; Basya Schechter [g, oud, v]; Jarrod Cagwin [frame drums, clay drums, dumbek]; Tracey Love-Wright [fl, cl, crumhorn, v];

with guest musicians: Anthony Coleman (см.) [harmonium, v, crash cymbals]; Matt Darriau (см.) [bagpipes, kaval, s, cl]; Ted Reichman [accordian]; Corin Stiggall [upright b]; Matt Turk [mandolin]; a.o.

	Barre  PHILLIPS
	The TRIO: Conflagration
	1971
	48:37
	Barre  PHILLIPS  - см. тж. с: Jon  ROSE (в 'Alternative'); Evan PARKER;

label: BGO (England), 1995

Barre Phillips [b] with: John Surman (см.), Stu Martin, + Chick Corea (см.), Dave Holland (см.), Kenny Wheeler (см.), and oth. 

  Barre Phillips, born in San Francisco, worked his way through the history of jazz from dixieland to bebop until, stimulated by the example of Ornette Coleman, he abandoned the tried-and-proven to find his own path. In New York in the early 1960s he roved the extremes of the new jazz, playing with Archie Shepp’s fire-breathing band and the quietly intense Jimmy Giuffre 3; he also performed and recorded with the New York Philarmonic under Leonard Bernstein. In London in 1967 he contributed to the musical revolution fomenting in the Little Theatre Club, alongside John Stevens and Evan Parker. Two years later, a European resident now, he co-founded The Trio with John Surman and Stu Martin, one of the most advanced and exciting groups of the era. His association with ECM began in 1971, with the ground-breaking duet recording with Dave Holland. [...]          — Steve Lake

	Barre  PHILLIPS
	Mountainscapes
	1976 
	37:44
	label: ECM

Barre Phillips [b], John Surman [bar s, s s, b cl, synth], Dieter Feichtner [synth], Stu Martin [d, synth], + John Abercrombie [g] (#8).

Mountainscapes
Forces coming together,
Voices mixing,
Energy channeled to
Focalize
Our inner circle-spiral
Points out to
The touchable Infinite

Mountainscapes: A View From The Valley
"empty sky

moulding to fit the shape of what ice left

of fire-thrust or of tilted, twisted, faulted

cast-out from this lava belly globe"
-- Gary Snyder, from Mountains And Rivers Without End

Mountainscapes, recorded in the spring of 1976, signalled the return of The Trio. Between 1969 and 1972, Barre Phillips, John Surman and Stu Martin had set new standards for small group interplay and creativity with this vital, extroverted, tremendously exciting band.In this period, The Trio stood alone as the only successful and sustained example of Anglo-American cooperation. It was in every sense a unique proposition. Martin's grip on the unit's rhythmic organization, applying lessons absorbed in contexts from the Ellington Orchestra to free jazz, gave the music an unparalleled drive, which Phillips had learned to ride while working with Stu in New York back in 1963. Barre: "As far as drummers went, he was my dad. He was the first good drummer who I had played with enough to find out my own relationship to the drums. So when we ended up in London with John, we had something going already." By the time The Trio began woodshedding in a Belgian farmhouse, Barre had also been through the trial-by-fire of his first solo album and was able to balance ferociously tight playing with Martin with unprecedented free bass flights. And, of course, out front was Surman's rampaging baritone and newly-adopted soprano and bass clarinet. The group, in short, combined hyper-advanced American rhythm with the London scene's most passionately expressive solo voice. All three players were also excellent composers. When The Trio threw in the towel, admirers clung to the records for consolation. There was the "White Album", the untitled 2 LP set, (still) an incredible document, and Conflagration, effectively the Euro-Ascension, and various scattered bits and pieces, like Michel Portal's Alors!!! and John Warren's Tales Of The Algonquin, which diehards considered cunningly-disguised Trio albums. Amongst the various reasons for the dissolution of the first Trio was Surman's dissatisfaction - unfathomable to the band's followers - with his own contribution. Obliged to play so much in this pianoless trio he began to question the meaning of his long solos, and eventually "took a sabbatical" as they say, a Rollins-like retirement, to rethink his approach. In 1972 he issued the solo album Westering Home in which the "Englishness" of his melodic inspiration was clearly apparent for the first time. In retrospect that album can be seen as a trial run for the chain of ECM solo albums: Upon Reflection, Withholding Pattern, Private City and Road To Saint Ives.
Surman's withdrawal from the circuit troubled Phillips. "I kept trying to lure J.S. out, and find things for him to play." One of Barre's first successes in this direction was the organisation of a short French tour in trio format, with Surman and synthesizer player Dieter Feichtner. "Dieter was the first improvising live electronics guy I had any contact with. Back in the old mono days. He had a Mini-moog and a Farfisa and a few thises and thats." Enigmatically described by Barre as "a genie who lived in a bottle", Feichtner in the early 70s was a flamboyant, cape-sporting, big-bearded giant. He'd trained at the Salzburg Mozarteum as bassist and percussionist then thrown all that overboard in his infatuation with electronics and the new sound worlds of the synthesizer. Phillips met Feichtner at one of Friedrich Gulda's proto-world music bashes. Friedrich-Meets-The World-Without-Leaving-Austria, that kind of thing, mixing up all the genres.
Before long, Phillips, Surman, Martin an'd Feichtner were all working together with American dancer Carolyn Carlson and her company at the Paris Opera. Feichtner, who had just gone stereo with the new Polymoog, infected everybody with synthesizer fever, fanned the flames of Surman's own growing interest in electronics, and fired up the dancers, who loved to work with these novel sonorities.
Much of the music on Mountainscapes derived directly from the experiences with the dancers. The assigning of collective composing credits was Stu Martin's Utopian idea: Hey, we don't need to get into specifics about who did what. We're soul brothers, aren't we? Let's just split the credits and the royalties four ways, like the rock bands do. Surman, Phillips and Feichtner were happy to go along with this, but the credits don't reflect on the way the music was made.
"The pieces with the synthesizer patterns and the long lines were mostly John's and came right out of the ballet, though they were modified and extended by us in the studio."
"Mountainscapes III" and "Mountainscapes VII" were extracts from a forty-minute duo improvisation by Phillips and Feichtner. "The way to squeeze the best stuff out of Dieter was to turn on the tape and leave him alone." The participants can no longer remember just what John Abercrombie was doing in Tonstudio Bauer. Barre: "He just sort of fell by. We all knew him: 'John! Wanna play a tune?' 'Sure!' 'Well, whip it on, man!' Happened to be one of the tunes I wrote." Hence "Mountainscapes VIM", which to my ear is classic Trio music, in the tradition of pieces like "Green Walnut" and "Veritably", flying off the unstoppable momentum of Martin's drums. (Nobody plays like this any more.)
Mountainscapes was John Surman's first recording for ECM and is important for this reason, too. But Manfred Eicher .had in fact approached Surman as early as 1969 - they met at the Molde Festival in Norway - and asked the saxophonist if he was interested in recording for a fledgeling German independent label. At the time, The Trio was just preparing material for its Dawn Records debut, so the collaboration had to be postponed. By 1971, however, Barre Phillips was aboard, with the duo bass album with Dave Holland, Music From Two Basses, and Stu Martin managed to argue himself onto Barre's record for four bassists, For All It Is, issued by ECM's (now defunct) subsidiary label Japo in 1973.
Press reactions to Mountainscapes were generally ecstatic. The masked reviewer at the Melody Maker exclaimed: "Mountainscapes evokes all the appropriate pictures - it is vast, awesome, bleak, beautiful, glorious", but then naively blew his case by predicting this would be "the shape of jazz to come". (If only, if only.) Over at Impetus, Kenneth Ansell was similarly incautious: "The sound textures and musical areas explored are currently unassailed from any other quarter. I do not feel that it would be too ambitious to say that it represents probably the most concrete possibilities for a fusion of jazz and electronics, or an incorporation of electronics into jazz. The potential seems enormous." Well, it was, but the challenge has seldom been seriously addressed. And now that synthesizer colours can be gotten off-the-peg, the sense of mystery and magic that distinguished pioneering efforts like Mountainscapes has been vitiated. Like Paul Bley says, "You can press a button these days and go for coffee and still sound 'far-out'".
The Trio, in its second incarnation survived for another year after Mountain-scapes, adding Albert Mangelsdorff to the line-up and adopting the rather unfortunate band-name of M.U.M.P.S. (Mangelsdorff und Martin, Phillips, Surman).
It's fitting that one of their last recordings together, at a Gulda-organised open-air festival documented on Nachricht vom Lande, found the principals playing in the middle of a rainstorm, with mighty winds gathering and thunder cracking overhead. The Trio was a tempestuous band, too intense to last. But it left some great records in its wake. Mountainscapes is one of them.
--- notes by Steve Lake

	Barre  PHILLIPS
	Three Day Moon
	1978 
	42:13
	label: ECM

Barre Phillips [b], Terje Rypdal (см.) [g, g synth, organ], Dieter Feichtner [synth], Trilok Gurtu (см.) [tabla, perc].

  [...] ‘Three Day Moon’ was the first of Barre’s ECM albums to feature his 5-string double bass. This is tuned E, A, D, G, C, the high C providing access to the cello range. The 5-string has not been much used in jazz, though Eddie Safranski and Chubby Jackson employed in the 1950s with Stan Kenton and Woody Herman; Phillips is one of very few improvisors to have persevered with the instrument. Anyway, with Rypdal and Feichtner creating thick swirling swathes of sound, Barre discovered that one effective way to cut through this rich texture was to play arco near the bridge and “sing something high” on the five string, up above the action. This is turn led him to new techniques, subsequently employed in many other contexts. ‘Three Day Moon’ sailed out into the world and was very well received. Almost all press was positive, with Richard Williams in Melody Maker speaking of “the kind of soundscapes of which Joe Zawinul can only dream”. Only the music business magazine Cashbox, not renowned as an authority on improvisation, struck a defiant note. Indifferent to the warmth of, for example, Barre’s wonderful solo on “Ms. P” (#2), our industry insider wrote: “Dull, turgid... if this is jazz, it’s frigid and dark as Oslo in January”. The record proved to be Barre Phillips’s best selling album (so far!) and surprised its creator by triggering interest far away in Hollywood. The real ‘Three Day Moon’ was duly incorporated into the ‘Cruising’ soundtrack.          — Steve Lake

	Barre  PHILLIPS
	Journal    Violone II
	1980 
	39:49
	label: ECM

Barre Phillips [b] with: John Surman (см.) [s&bar s, b cl,k]; Aina Kemanis [voice].

	Barre  PHILLIPS
	BR(TZMANN,             SOMMER,  PHILLIPS: 

 «Reserve»                        (live November 4th, 1988)
	1989 
	74:45
	label: FMP

Peter Brotzmann (см.) [a&t s, bass sax, b cl], Gunter Sommer [d], + Barre Phillips [double-bass].

1. Reserve                   31’ 05’’

2. On Walked BeeP     35’  02’’

3. Joya De Nicaragua  08’ 35’’

Biography:

Born Remscheid, Germany on 6 March 1941; soprano, alto, tenor, baritone and bass saxophones, a-clarinet, e-flat clarinet; bass clarinet, tarogato. 

Peter Brötzmann's early interest was in painting and he attended the art academy in Wuppertal. Being very dissatisfied with the gallery/exhibition situation in art he found greater satisfaction playing with semi-professional musicians, though continued to paint (as well as retaining a level of control over his own records, particularly in record sleeve/CD booklet design). Self-taught on clarinets, he soon moved to saxophones and began playing swing/bebop, before meeting Peter Kowald. During 1962/63 Brötzmann, Kowald and various drummers played regularly - Mingus, Ornette Coleman, etc. - while experiencing freedoms from a different perspective via Stockhausen, Nam June Paik, David Tudor and John Cage. In the mid 1960s, he played with American musicians such as Don Cherry and Steve Lacy and, following a sojourn in Paris with Don Cherry, returned to Germany for his unorthodox approach to be accepted by local musicians like Alex von Schlippenbach and Manfred Schoof. 

The trio of Peter Brötzmann, Peter Kowald and Sven-Ake Johansson began playing in 1965/66 and it was a combination of this and the Schoof/Schlippenbach Quintet that gave rise to the first Globe Unity Orchestra. Following the self-production of his first two LPs, For Adolphe Sax and Machine gun for his private label, BRÖ, a recording for Manfred Eicher's 'Jazz by Post' (JAPO) [Nipples], and a number of concert recordings with different sized groups, Brötzmann worked with Jost Gebers and started the FMP label. He also began to work more regularly with Dutch musicians, forming a trio briefly with Willem Breuker and Han Bennink before the long-lasting group with Han Bennink and Fred Van Hove. As a trio, and augmented with other musicians who could stand the pace (e.g. Albert Mangelsdorff on, for example, The Berlin concert), this lasted until the mid-1970s though Brötzmann and Bennink continued to play and record as a duo, and in other combinations, after this time. A group with Harry Miller and Louis Moholo continued the trio format though was cut short by Miller's early death. 

The thirty-plus years of playing and recording free jazz and improvised music have produced, even on just recorded evidence, a list of associates and one-off combinations that include just about all the major figures in this genre: Derek Bailey (including performances with Company (e.g. Incus 51), Cecil Taylor, Fred Hopkins, Rashied Ali, Evan Parker, Keiji Haino, Misha Mengelberg, Anthony Braxton, Marilyn Crispell, Andrew Cyrille, Phil Minton, Alfred 23 Harth, Tony Oxley. Always characterised as an energy player - and the power-rock setting of Last Exit with Ronald Shannon Jackson, Sonny Sharock and Bill Laswell, or his duo performances with his son, Casper, did little to disperse this conviction - his sound is one of the most distinctive, life-affirming and joyous in all music. But the variety of Brötzmann's playing and projects is less recognised: his range of solo performances; his medium-to-large groups and, in spite of much ad hoc work, a stability brought about from a corpus of like- minded musicians: the group Ruf der Heimat; pianist Borah Bergman; percussionist Hamid Drake; and Die like a dog, his continuing tribute to Albert Ayler, with Drake, William Parker and Toshinori Kondo. Peter Brötzmann continues a heavy touring schedule which, since 1996 has seen annual visits to Japan and semi-annual visits to the thriving Chicago scene where he has played in various combinations from solo through duo (including one, in 1997, with Mats Gustafsson) to large groups such as Octet/Tentet for which he wrote the charts. He has also released a number of CDs on the Chicago-based Okka Disk label, including the excellent trio with Hamid Drake and the Moroccan Mahmoud Gania, at times sounding like some distant muezzin calling the faithful to become lost in the rhythm and power of the music.

	Barre  PHILLIPS
	Aquarian Rain
	1992 
	53:40
	label: ECM

Barre Phillips [double-bass]; Alain Joule [perc].

  Part of the achievement of ‘Aquarian Rain’ lies in the subtle integration of these two approaches, the “live” material and the pre-composed. There’s a natural flow that makes Barre’s watery track titles apposite. [...] Conversely, the duo and solo pieces extend the character of the “group” music, to the point where the listener ceases to concern himself with the source of the sound’s generation: spurred by the tape or otherwise, electroacoustic or driven simply by sticks, bow and fingers, the music is always alive.    — Steve Lake

	Barre  PHILLIPS
	Time Will Tell
	1995 
	67:15
	label: ECM

Paul BLEY (см.) [p]; Evan PARKER (см.) [t&s s]; Barre PHILLIPS [double bass].

Time Will Tell marks the first occasion that Evan Parker, Paul Bley and Barre Phillips have worked together as a trio - or, more specifically, the first time Bley has played with Parker (Barre has a good deal of history with both men). This studio encounter nonetheless reflects upon a great deal of shared experience, common goals, uncommon listening, and parallel musical activities over decades of New Jazz experimentation. It's all one seamless story, as Evan Parker says, but its plot is complex.

Standing in the metaphorical wings at this recording is the figure of Jimmy Giuffre, the music taking more than its drummerless reeds/ piano/bass instrumentation from the directions he helped to establish. Bley and Phillips are alumni of consecutive incarnations of the Giuffre 3; Paul rejoined the Fusion / Thesis / Free Fall trio after a hiatus of 27 years. Evan Parker was much inspired, at the beginning of his musical journey, by the liberating implications of Free Fall in particular, and we hoped that the participants might arrive at not an updating of the Giuffre concept (Giuffre's music is as "contem​porary" as ever), but rather a reexamination of the shades of meaning "free improvisation" has encompassed since Jimmy took the rules out of the rulebook. This was one consideration. Another was simple curiosity. How would Parker sound with Bley? Few of the other innovative pianists with whom Evan has recorded in a small group context - think of Cecil Taylor, Alex Schlippenbach, Irene Schweizer - give first priority in their work to clearly-drawn melodic invention, lyricism or introspection - qualities which Bley has come to exemp​lify, even if he shares his louder colleagues' interest in atonality and their fondness for the cluster. At bottom, their concerns are similar - the truth of the matter is that Bley and the Taylor axis have simply taken different approaches to the freeing of the rhythm.

Parker's alliances, in any case, have most often been with the "energy" players. Yet anyone who has listened at all closely to the saxophonist knows that he is the most "pitch-sensitive" of the free hornmen. The way in which his soprano adroitly plaits harmonics, and hones in on overtones spilling out of the densest free group improvising, is proof enough. In recent years, Evan has allowed more unambiguously melodic material to bubble to the surface in his improvisations. There are fleeting moments in a duo recording with Anthony Braxton from '93, for example, that make specific reference to the Tristano school (and more such references in the present recording: see "Marsh Tides"). And Kenny Wheeler's charts, when not specifically employing Evan's talking-in-tongues as a contrasting element, often prompt the saxophonist to play some​thing pretty. Would the association with Bley bring Parker's under-recognised lyrical gifts to a more comprehensive flowering?

For that matter, how would Bley play with Parker? Paul Bley's mastery of the bare-boned free ballad brooks no serious challenge. The intellectual rigour he brings to improvisations in which every note seems judiciously weighed is unmatched for sheer consistency: his attention and control - and the logic of his lines - seem never to falter. His personal approach to playing standards and bebop has also been documented in a discography that grows fatter almost by the week. Less celebrated but in this writer's opinion just as vital are Bley's rarer forays into "hotter", more temperamental improvising zones, the areas covered by vintage albums such as Barrage, Turning Point and the live Blood, Paul Bley In Haarlem. Bley might have washed his hands, subsequently, of "the early avant-garde where everybody sounded like a roomful of screaming cats" (old Down Beat interview) but he is an improvisor, he responds to his surround​ings, and perhaps together Parker and Phillips - more than ready to wail when occasion demands it - could propel the pianist into turbulent waters once more. In any case it seemed fitting that Bley, who had played with Charlie Parker at the age of 20, should be playing with Evan Parker when in his sixties. He hasn't missed many of the other major saxophone innovators in the intervening years. The long list of sax players he has confronted, challenged and/or accompanied includes Ben Webster, Lester Young, Coleman Hawkins, Jackie McLean, Lee Konitz, Ornette Coleman, Sonny Rollins, Eric Dolphy, Booker Ervin, Charles McPherson, Albert Ayler, Steve Lacy, Marshall Alien, John Tchicai, Archie Shepp, John Gilmore, John Surman, Joe Maneri, Keshavan Maslak, Ivo Perelman and more.

Barre Phillips seemed uniquely qualified to mediate between Bley's world and Parker's. Barre too has played with Coleman Hawkins, Ornette, Giuffre, Surman - and with other Bley associates including George Russell and Don Ellis - plus, he has a quarter-century of European free music gigs to his credit. Of the generation of American players who shaped the New Thing of the 60s he has gone the furthest into Europe-based extensions of its philosophy in which, as Barre has defined it, "it's about the expressive, spiritual, life side of the music". While some of his once radical American confreres have since been working backwards through the tradition, Phillips has followed his contrabass wherever it has led him.

Barre remembers that he first heard Paul Bley at the Jazz Work​shop in San Francisco in 1958. Within a matter of months both men were to have their lives and their musical objectives turned around by contact with Ornette Coleman. Ornette's first great quartet, as the history books now stress, was formed inside Bley's Hillcrest Club band. Phillips meanwhile got to know Coleman via the MJQ: Barre's brother, the composer Peter Phillips, was deeply involved in the Third Stream movement and, sharing John Lewis's (and Giuffre's) enthus​iasm for Ornette's revolutionary ideas, befriended and championed the saxophonist. In California, Ornette jammed with Barre's band and left Phillips with more questions than answers but also with a strong sense of the path to be taken. By the time Barre got to New York, Ornette had gone into one of his periodic retirements but Bley was everywhere - working with Gary Peacock's band with Albert Ayler and Sunny Murray at the Take 3, leading his own units, buzzing around behind the scenes as an organizer. The blueprint for the Jazz Composer's Guild had just been drawn up, the "October Revolution" was imminent. Barre worked in several of Bley's groups, including a band with Rashied All on drums, and he joined Giuffre's new trio with Don Friedman on piano.

In the same period, a teenage botany student from England was also scurrying around Greenwich Village's clubs and coffee houses, soaking up as much music as he could absorb. Evan Parker's father had worked for many years for BOAC, which enabled his son to take ludicrously cheap flights to New York - he had but to pay seven shillings and sixpence airport tax. "I was already playing saxophone by then", Parker recalls. "Not very well, but I was listening to the right stuff." High amongst his priorities was the Giuffre trio. "Free Fall had seemed to me at the time to be at the limit in terms of abstraction and freedom from constraints and pre-givens. I thought it was remark​able." Looking for Bley, he headed for an advertised Paul Bley / Gary Peacock gig at the Phase Two, only to discover that the impulsive pianist had handed keyboard responsibilities over to his then-wife Caria for the evening. Other arresting music to be heard included that of the Cecil TaylorTrio, Eric Dolphy, the Steve Lacy / Roswell Rudd "School Days" band ... all of it made a profound impact.

By the mid-60s, Barre Phillips was growing curious about Europ​ean perspectives on the music. He had twice visited Europe, playing with George Russell at the first Berlin jazz festival, and touring with Giuffre in '65. In 1967 he decided to go to London for a while "and do a little psychic research". On the day of his arrival he met John Stevens, who greeted him with the words "Welcome, we've been waiting for a bassist for two years!". Phillips played that same night at the Little Theatre Club, London's laboratory for musical research. The Spontaneous Music Ensemble, Stevens's pioneering band, had shrunk from quintet down to the hard core of just the drummer and Evan Parker in'67. With the addition of Barre Phillips it became a trio for an extended period. Phillips made other important contacts in London, striking up a friendship with Chris McGregor, for example, and working with the South African's large and small ensembles. Evan Parker remembers John Surman coming by to hear the SME one night and offering to trade bass players for a forthcoming gig: "I'll swap you a Dave Holland for a Barre Phillips". A portentous proposal. Its eventual consequences included Holland's presence on the SME's groundbreaking Karyobin album, and Barre's membership of that exciting group called just The Trio with Surman and drummer Stu Martin.

By the early 70s, Paul Bley was quite a familiar presence on the fringes of the various European scenes. Always interested in new developments, he attended the concerts held by the London Music​ians Cooperative (the UK's "answer" to the Jazz Composers Guild), briefly adopted Han Bennink as his drummer, and lived for a while at Stu Martin's Belgian home. Also by the early 70s, all three of the protagonists of this recording had albums released by ECM. Manfred Eicher had visited Bley in New York before launching his record company and noted with approval the wall-to-wall tapes that lined Paul's apartment. From this treasure trove came the albums released in 1970 and '71 as Paul Bley with Gary Peacock and Ballads. In '72 Bley travelled to Oslo for his first, crucial, solo piano recording Open, To Love.
Overtures had already been made by ECM to the Surman-Phillips-Martin trio in 1969 but Surman's contractural commitments ruled out a recording back then. The Trio finally appeared on Mountainscapes, an album issued under Barre Phillips's name in 1976. In the interim two other Phillips projects were issued. In February and March of 1971 Barre recorded two multiple bass projects. The first of these, Music For Two Basses featured Dave Holland, the second, For All It Is, featured Barry Guy, Palle Danielsson and J. F. Jenny-Clark. Barre also played on Terje Rypdal's What Comes After.
In 1970, Fred Braceful, previously a charter member of the Wolfgang Dauner Trio and Robin Kenyatta's band but by then Mal Waldron's drummer, told Manfred Eicher about an interesting band he'd seen in Berlin, a group that was working with sound in a new way. This was the Music Improvisation Company: Evan Parker, Derek Bailey, Hugh Davies, Jamie Muir and Christine Jeffrey. After careful listening ECM followed up this recommendation and the Music Improvisation Company's debut album became the fifth record to be released by the label. (A further document of the London free music scene was Dave Holland and Derek Bailey Improvisations For Cello and Guitar, recorded at the Little Theatre Club - on Evan Parker's Revox!). Parker was also to appear on Globe Unity's three Japo recordings and two of Kenny Wheeler's ECM albums, as well as Gavin Bryars's After The Requiem.
For much of the 1970s and part of the 1980s, however, Paul Bley and Evan Parker were rationing their studio dates, for both were preoccupied with the running of their own record labels. Parker: "To make sense of having your own label, you have to record for it pretty much exclusively". Evan co-directed Incus for fifteen years, Bley laboured with his own Improvising Artists Inc (IAI) for seven. After IAI was laid to rest, Bley returned to ECM for an Alfred Harth session (This Earth!) in 1983. The bass player on the date: Barre Phillips. Bley's quartet of the late 80s - with John Surman, Bill Frisell and Paul Motian - was formed at an ECM production and left behind two fine albums. Fragments and The Paul Bley Quartet. The pianist's relationship with John Surman was revitalized on Surman's Adventure Playground and on the second album drawn from that 1991 session, In The Evenings Out There.
Barre Phillips's ECM discography forms a fascinating idiosyn​cratic genre of its own. The albums issued under his name variously embrace solo bass improvisations (Call Me When You Get There), songs and soundscapes (Journal Violone II, Music By...), music for bass, percussion and tape (Aquarian Rain), hard-driving cutting-edge jazz (Mountainscapes). and a protean space-rock underscored by tabla (Three Day Moon). The music still is "the sound of surprise" when Barre is playing. Since 1987 he has worked extensively with fellow bassist Barry Guy - in duo, in Guy's London Jazz Composers' Orchestra and in a sextet called Elsie Jo. In both the sextet and the orchestra he plays alongside Evan Parker.

Given the overlapping histories of the protagonists and their immense resources as improvisors it is perhaps unsurprising that the trio quickly uncovered a group identity of its own - broader than the simple addition of individual "styles" - in the making of Time Will Tell. On the evening before the session was to begin, the musicians asked each other, "What are we going to play??", a question answered with grins and shrugs and the frank admission, "No idea". Once the red light was on there were no hesitations. The production may not quite have been Paul Bley's ideal studio date, "where you keep the cab", but it came close. The album seemed to shape itself, very swiftly. The collective improvisations are presented here almost in the order of their recording. The long piece called "Poetic Justice" - the title is Bley's - was the first piece played and it mapped out the territories the three musicians would explore in detail in the course of the session.

---- Steve Lake

	Barre  PHILLIPS
	Sankt Gerold
	1995
	67:17
	label: ECM

Paul BLEY (см.) [p]; Evan PARKER (см.) [t&s s]; Barre PHILLIPS [double bass].

	Astor  PIAZZOLLA 
	Original Tangos From Argentina, vol. I
	
	38:22 39:12
	jazz-latina 

(Argentina)

1961 - 1982

	Astor  PIAZZOLLA
	vol. II
	
	44:14 46:38
	1970 - 1972

	Astor  PIAZZOLLA
	Muerte Del Angel
	1973
	42:12
	label: Milan Music 1997

Astor Piazzolla : Conductor y Bandoneón 

Osvaldo Tarantino : Piano 

Antonio Agri : Violín 

Horacio Malvicino : Guitarra 

Kicho Díaz : Contrabajo

Odeon Theatre. The year is 1973, a cold July night in a melancholy and passionate Buenos Aires.

There it is, challenging as always, Astor and his Quintet. An Astor possessed by demons and angels who inhabit a city to which he gives a different, rebellious rhythm of his own. A musician, Astor, who provokes and fascinates. An Astor who is an emotional part of Buenos Aires. A world-class Astor who set mediocrity on fire.

These days, the Odeon is a desolate parking lot. Despite that, and the fact that Buenos Aires lost Astor Piazzolla in a cold July morning, his bandoneon, like a possessed demon, remains the heart and soul of a city that still loves him.

------ Diana Piazzolla June, 1997

The Sound of Style

This record has two qualities. One is the possibility it gives to explore Piazzolla's sound, and the other is to put us in contact with a live concert recording of Piazzolla's first Quintet.

The personal mannerisms Piazzolla introduced to tango as of 1955, when he founded the Buenos Aires Octet, are superbly exemplified here. At that time, Piazzolla not only abandoned the "orquesta tipica" format definitively in favor of a smaller instrumental lineup, but also chose an aesthetic line. What he had begun with the Octet becomes, with the Quintet, a chamber music treatment of instrumentation, a constant rotation of soloists, an over-emphasis of counterpoint in the instrumental dialogue and his final farewell to orchestral approaches -- not only to the tango bands, but also to his own works before 1955.

This translates into a gain in sound, one of the most decisive features in Piazzolla's work. For him, sound is much more than a phenomenon or the implementation of the score. We could almost compare it to the importance that (sound) has in jazz, since the history of jazz is more closely linked to performers than to composers.

Piazzolla wants to get to the core of the instruments, as evidenced in "Verano Porteno" or in this unique version of "Otono Porteno". Let's divert our attention for a minute from the global form of the work and concentrate on his unusual concept of timbre.

Piazzolla builds up a constellation of little noises - buzzes, scratching, percussion without percussion instruments. Also, because he gives performers a fundamental role and makes each one of them a soloist, he is able to introduce improvisation into tango. They aren't merely those liberties the "tangueros" took when they set themselves apart from the score -- that is, when they played "a la parrilla". Improvisation, for Piazzolla, is not a way to save himself from following the score, but a new way to deepen it, and to expand what is not written on it.

For those reasons, "Otono Porteno" becomes the core of this record. What makes it so exceptional is not only the left hand solo of Astor and Antonio Agri's violin, but Osvaldo Tarantino's rare improvisation, in a dialogue with Horacio Malvicino's guitar, which seems to show that it is possible to conceive an improvisation without making it merely a jazz ornament. (It is also appropriate to note that this is the only evidence of Tarantino's participation in Piazzolla's Quintet. His other recordings were all with the Conjunto 9.)

What makes this a historic recording is the presence of musicians like Antonio Agri and Kicho Diaz, who were members of the first Piazzolla Quintet (1960-1970), plus the circumstance that they reunited for this concert in 1973, and the fact that it gives us an opportunity to judge the profound relationship between style, composition and performance. It makes us perceive which versions the second Quintet (1978-1988) had kept, their performances, what the composer extracted from his musicians, and the changes he made in arrangements as well as in climates and mannerisms.

It should also be noted that in this concert, the classic repertoire -- "Milonga del Angel", "Muerte del Angel", "Adios Nonino", "Otono Porteno", and "Verano Porteno" -- has two previously unreleased additions: "Los poseidos" of 1961 and "Retrato de Milton", a more complex work he had previously recorded as "Retrato de mi mismo", (This work later became the basis for one of Piazzolla's last compositions for the 1989 Sextet, called "Luna").

In sum, I believe this recording of a concert held on a cold night of July, 1973, at the Odeon Theatre in Buenos Aires, where Astor Piazzolla shared the stage with the orchestra of master tango bandleader Osvaldo Pugliese, gives us enough reasons to consider it an exceptional piece in the Piazzolla catalog.

---- Carlos Kuri, (Author of the book "Piazzolla, la Musica Limite")

	Astor  PIAZZOLLA
	Tres Minutos Con La Realidad
	1989
	52:17
	label: Milan Music 1997

El Sexteto Nuevo Tango en Club Italiano (Buenos Aires) Abril de 1989.

Astor Piazzolla y Julio Pane: Bandoneones 

José Bragato: Violoncelo 

Gerardo Gandini: Piano 

Horacio Malvicino: Guitarra eléctrica 

Héctor Consolé: Contrabajo

The Sextet: Splendor of a Buenos Aires Requiem

The Sexteto Nuevo Tango was Astor Piazzolla's last group, that is, the last of those instrumental formations -- the Quintet, the Buenos Aires Octet, the Conjunto 9, et cetera -- with which Piazzolla built up his most defined style. With it, he played a music that had both the passionate climate of tango and a scholarly severity in its scores.
Although it was short-lived -- it lasted only a year -- the Sextet added important contributions in timbre, composition and improvisation to Piazzolla's work. Modeled upon the historic shape of the previous Quintet, Piazzolla achieved with it a rare timbre innovation. He replaced the violin with a cello and incorporated a second bandoneon -- which deepened the left-hand harmonies -- and brought into it a trend towards bass sounds.
Somber effects were thus added to a feverish excitement, in order to explore "tango's blackness". There is an ambiguity in sound by using minor keys, especially in the works written specifically for the Sextet, such as "Sextet", "Preludio y Fuga" and "Luna".
The group's musicality is primarily due to Jose Bragatois cello solos. There is a different logic, as the other instruments seem to prepare for his entrances or to set the stage for his exits. Although the same could be said of any other solo in the Quintet, the remarkable aspect here is the cut-off, almost isolated character of the bandoneon parts.
In these duos -- which are played here, unlike other recordings, with Julio Pane -- there seems to be a desire by Piazzolla to make this other bandoneon a sort of alter ego, an extension of his own fingers and style, which ends up making it all a dialogue with himself. Piazzolla wanted more a duplicate than a duo and, at times, this translates into a tension, a conflict more than a dialogue, a struggle within an impossible shape.
This desire to turn harmony into something more than a technical matter may remind us of his Buenos Aires Octet. Precisely that is what allowed Piazzolla to recover an old and important work, the Tango Ballet, which was originally written for the Octet. The Tango Ballet is the exact transition point, a preparation for what became a prolific composition period for Piazzolla in the 1960s. No other work from that era develops so much the academic way of treating forms in a cohesive unity with strong tango motifs.
The Sextet gave him the opportunity to rescue it due to its compositional features, its bandoneon duos and the participation of cello and electric guitar -- played by Horacio Malvicino and Jose Bragato, who had also performed in the original version.
The importance of pianist Gerardo Gandini in this Sextet is not merely that of his ability as an instrumentalist, which allowed Piazzolla to rescue yet another old work, "Tres minutos con la realidad", of 1957, when he was struggling to get Bela Bartok into tango. What Gandini brings in is much more -- the improvisation he incorporated gradually into the Sextet and his performing abilities, which were exemplified in his very popular interpretations of George Gershwin.
In its short life span, the Sextet leaves us a posthumous enigma -- what could have been the aesthetic volume of this group. This recording is the beginning of Astor Piazzolla's farewell. It was made in the intimate environment of a rehearsal at the Club Italiano in Buenos Aires, in April of 1989. This began the last stages of his music.
It was a farewell that, in his own words, evoked the bandoneon duos of 1930s tango greats such as Pedro Mario Maffia and Pedro Laurenz. Our own ears remember Piazzolla's coupling with Leopoldo Federico in the 1955 Octet. This ceremonial goodbye is dominated by the seriousness of the cello and the double bass, by an organ-like atmosphere created by the two bandoneons and the sober comments of the guitar, all of it enveloped by the dissonance and unusual colors of the piano.
The Piazzollean style evokes a precise, somber tango tradition, that of the Buenos Aires requiem. Piazzolla's excitement and ostinatos grab that old darkness of tango and give us a new, mighty mournful chant.
----- Carlos Kuri, (Author of the book "Piazzolla, la Musica Limite")

	Astor  PIAZZOLLA
	The Vienna Concert
	1984
	42:48
	A. PIAZZOLLA [bandoneon]; Pablo Ziegler [p]; Oscar Lopez Ruiz [g]; Hector Console [b]; Fernando Suarez Paz [violin].

	Astor  PIAZZOLLA
	The Lausanne Concert
	1989
	78:03
	A. PIAZZOLLA [bandoneon solo]; Daniel Binelli [bandoneon]; Gerardo Gandini [p]; Horacio Malvicino [g]; Angel Ridolfi [contrebasse]; Carlos Nozzi [violoncelle].

	Astor  PIAZZOLLA
	Five Tango Sensations
	1991
	26:50
	Astor  PIAZZOLLA  with  KRONOS  QUARTET

	(Astor  PIAZZOLLA)
	GIDON  KREMER:

"Homage A Piazzolla"
	1996
	71:54
	Gidon Kremer [violin]   with: Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]    and: Michel Portal (см.) [clarinet]; Elisabeth Chojnacka [harpsichord]; Friedrich Lips [bajan]; Svjatoslav Lips [p]; Paul Meyer [clarinet]; Mark Pekarsky [perk]; Vladimir Tonkha [cello].

диски Пиаццолы см. в секции ‘Jazz’

           ASTOR PIAZZOLLA: A Note by John Adams.

  Like Maler, like Brecht, his soul is vast and imperfect. 

  Astor Piazzolla’s art came into our Northern Hemisphere consciousness at roughly the same time as that of Neruda, Marquez, Vargas Llosa, Borges and as the many other startling Latin American literary voices began to penetrate our normally insular ways to viewing the world. Their work shocked us with its mixture of brutality, magic, sensuality and humane honesty. The vitality of their expressive world, its emotional range, its unblinking vision of the human condition, its humor in the face of crushing economic and political weights, gave us a shock like a brilliant, life-giving jab of pain. In the musical world alone, the discovery of Piazzolla was like the finding of some exotic and dangerous potency drug, a drug that could bring with it the double-edged sword of ecstasy and the bitterest of remorse. 

  It is a rare musical mind that can elevate a single small musical form like the tango into an expressive vehicle of such depth and range. The impression we take away from experiencing these tangos is of a complete and indigenous native voice, one whose roots were as innately Buenos Aireian as Tchaikovsky’s were Muscovite. We then learn with amazement that Piazzolla was far from being the homegrown phenomenon that his persona might suggest, but rather a highly cultured musician, a student of the great French pedagogue, Nadia Boulanger (teacher of Aaron Copland and friend of Stravinsky), and a long-time resident of New York City. Piazzolla was a highly cultured composer of instrumental music possessing a secure grasp of musical theory and the practical technique to realize his ideas. But for him, composing and performing were inextricably woven together. One thinks of Bach and of Ellington for models of a creative musician who saw little or no separation between improvising, composing and performing. The joy for us is that Piazzolla’s music makes the transition to other realizations, to other performers, as it does here in these extraordinary versions by Gidon Kremer.

  The more time one spends with his music, the more the music’s startling little perversities begin to reveal themselves. A loose, spontaneous tango will suddenly engage in a passage of carefully strategized counterpoint that brings with it an ambience of controlled rigor to a music of otherwise boldly erotic lyricism. Piazzolla shares with the Brazilian Heitor Villa-Lobos a strong affinity for the sequential harmonic movement of Johann Sebastian Bach. These harmonic sequences have a sense of inevitability in the way they pull inexorably toward the cadence, and it is the core of Piazzolla’s art to arrange — or to postpone — these arrivals in the most wrenchingly bittersweet of ways. It is as much as saying that you have finally arrived home, but home is no longer the same. Your house has been razed, and strangers now live in the neghborhood where you once played as a child. Piazzolla’s music is fundamentally a tragic statement. Coming at a time when so much contemporary music has drifted either into irrelevant formalism or else toward a hectic romance with commercialism, these tangos speak to us with the authority of genuine feeling. Their roots lie in Buenos Aires’s jumble of colliding cultures: Spanish, German, Jewish, Native American, Italian. It is a true ‘multy-culture’ yet to be smoothed out and neutered by self-consciousness. It is a discovery like the best of all discoveries: unexpected, multy-faceted, volatile, generous.

	(Astor  PIAZZOLLA)
	GIDON  KREMER:

"El Tango"
	1997
	50:29
	label: Nonesuch Records

The Astor Quartet: Gidon Kremer [violin]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double bass]; with guest artists: Odair Assad [g]; Milva [v]; Caetano Veloso [narrator].

  Gidon Kremer: “When we speak of beauty of architecture, of art, of people, and of love, we must also invoke Astor Piazzolla’s music. I believe in it because it evokes a better world through the language of nostalgia. All of that — in one single tango. [...] When I play his music, I try to understand it from within in order to create a unity with the composer; after all, playing someone’s music involves bringing together completely different thought structures and temperaments. Today I am fully aware of all of Piazzolla’s great recordings. One inevitably enters into some sort of competition with him, which is not possible with, say, Mozart, Schubert, or Tschaikovsky, simply because we no longer know how they played their music. And although a legend like Niccolo Paganini survives because his style has been tirelessly copied from one generation to the next for almost two hundred years, in truth nobody knows what he really sounded like either. Not so with Piazzolla. It is a challenge end, at the same time, a risky undertaking to penetrate Astor’s world without ever having met him, especially in my case, because my mentality would not automatically connect with a person from the southern hemisphere. [...] Not too long ago I traveled to the southernmost part of Argentina, to Patagonia, and to Tierra del Fuego. I realized how beautiful this southern part of the world is — its expanses, its colors, its character. In some respects the barrenness of this region does not differ all that much from its northern counterpart. The world is round, and the tango is everywhere — generating passion, as it were. Perhaps I carry some of it in my genes after all. [...] In my view Astor’s music represents an enormous playing field in which the most divergent emotions are expressed in highly artistic yet simple ways. Piazzolla was daring, honest, and uncomplicated, all at the same time. He did not hold back his feelings, a fact that occasionally earned him the enmity of intellectual snobs. Piazzolla was a musician with the highest expectations, and excellent and unique composer, who succeeded in linking ideas of the past to the present. He followed the advice of his teacher, Nadia Boulanger, not to become just any composer, but to assume the mantle of his heritage — the tango. Nowadays only a few composers truly succeed in reaching the public, their audience, with their music. Modern compositions frequently exist for their own sake and have no effect whatsoever on the outside world. This is not to say that none of these works are valuable, on the contrary. The composer worked on them for months, if not years. Yet I fear that a lot of music will gather dust in desk drawers or libraries precisely because the compositions are so demanding itellectually that they are incapable of stirring a listener’s heart. As Maurizio Kagel put it: “Works composed by composers for composers.” Perhaps Astor Piazzola’s music is rooted in a certain simplicity, but it is anything but vulgar. [...] I have played just about everything, from Marcello to Vivaldi, all the way to the most recent compositions of Alfred Schnittke, John Adams, and Luigi Nono — but I have fallen in love with the music of Piazzolla. Because it is something very special indeed. It allows me to forget all routine, all disappointments. My love for Astor’s music gives me the opportunity to explore an aspect of contemporary music that really speaks to the audience instead of being experienced as a lecture in music appreciation. I believe that Astor Piazzolla’s work provides a perfect example of how deep contemporary music can be. Some of my colleagues say that Piazzolla wrote the same thing, over and over again. But isn’t that true of Vivaldi as well, or even Schubert? Though all their compositions resemble one another, I tend to think nonetheless that they are also different from one another. Genius is what makes the difference. Piazzolla belongs to the line of great composers who express highly personal thoughts in their music.

	(Astor  PIAZZOLLA)
	GIDON  KREMER:

"Maria de Buenos Aires" (Tango Operita)
	1998
	48:41 45:45
	label: Teldec

Gidon Kremer [vln]; Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double b]; Maria Fedotova [fl]; Ula Zebriunaite [vl]; Marta Sudraba [cello]; Peter Sadlo [perc]; + vocals and chorus.
Десять лет назад, 27 апреля 1992 года, ушел из жизни французский композитор Оливье Мессиан. Спустя два месяца - 5 июля - умер создатель «нового танго» аргентинец Астор Пьяццолла. А еще через пять недель - 12 августа - не стало самого радикального из всех авангардистов своего времени - американского композитора-концептуалиста Джона Кейджа.
Эксперименты Кейджа над музыкой до сих пор считаются радикальными. Но и Мессиан и Пьяццолла тоже экспериментировали, если не «над», то «с» музыкой, и их творчество встречало не меньшее сопротивление. Хотя Мессиана еще при жизни сравнивали с самим Дебюсси и признавали крупнейшим в XX веке автором и исполнителем духовной музыки, в 1945 году после премьеры «Трех маленьких литургий божественного присутствия» композитора обвинили в богохульстве. И не столько из-за того, что сочинение культового жанра было исполнено в концертном зале, а из-за откровенно чувственного тембра электромузыкального инструмента «волны Мартено» (типа нашего терменвокса). Прославленный композитор и педагог до конца жизни продолжал служить органистом в церкви св. Троицы в Париже...
Астор Пьяццолла в течение 40 лет сочинял и исполнял свои «танго для ушей, а не для ног« (по его собственному определению) с самыми знаменитыми музыкантами мира - от джазиста Джерри Маллигана до струнного квартета «Кронос». Он играл на прижившейся в Аргентине гармошке под названием «бандонеон». Но на родине его признали всего лишь за пять-семь лет до смерти.
Три смерти в течение трех с половиной месяцев «с какой-то пронзительной очевидностью дали понять, что безвозвратно ушла в прошлое целая музыкальная эпоха». В кавычках - цитата из статьи-некролога, которую я тогда же написал. Но опубликовать смог только год спустя, да и то после того, как, пойдя на поводу у одного редактора («Танго?! Рядом с Мессианом?!»), самолично убрал из статьи все, что касалось Пьяццоллы.
Соответственно «за кадром» осталась самая главная мысль: время европоцентриз-ма позади. По крайней мере искусство Старого Света осознало, что старушка Европа уже не пуп земли.
Дзен-буддистская «Музыка перемен» Кейджа, индийские ритмы и индейские напевы у Мессиана и «новое танго» Пьяццоллы - свидетельства того, что музыка XXI века будет «всемирной музыкой», синтезом всего перечисленного и европейской классики.
И еще: «новому танго» удалось сделать то, что в течение всего XX века (без особого, впрочем, успеха) пытались сделать симфоджаз и артрок - создать поистине демократичное искусство, для которого деления на «легкое» и «серьезное» просто не существует.
Кроме того, всеобщая мода на танго Пьяццоллы - еще одно доказательство того, что новое теперь в той музыке, которая не хочет зависеть от научно-технического прогресса, в первую очередь должно быть хорошо забытым старым. «Свежо в аккордах все, что обветшало» - как написал в своем стихотворении о танго земляк Пьяццоллы Хорхе Луис Борхес...
Буквально через год после смерти аргентинского бандонеониста скрипач Гидон Кре-мер сколотил международную команду для записи первого из целой серии своих дисков с аргентинскими и русскими танго. На Пьяццоллу нацелились и филармонические знаменитости - виолончелисты Мстислав Ростропович и Йо-Йо Ма и звезды популярного джаза - от гитариста Эла ди Меолы до эстетского Венского арторкестра. В общем, во всем мире, а не только у нас, как писал поэт, «так уважают мертвых, что хоть ложись да помирай».
На днях я рассказал обо всем этом нашему Льву Рубинштейну. «Ну да, - прокомментировал Лев Семенович, - а теперь тебе скажут: про Кейджа и Мессиана лучше не надо, пиши про одного Пьяццоллу». И правда: через пару дней я говорил по телефону с музыкальным обозревателем одной из крупных столичных газет. «Лето, ну совсем не о чем писать», - дежурно посетовала моя собеседница. А я, естественно, тут же вспомнил наш с Рубинштейном разговор: «Ну как же, вот 90-летие Джона Кейджа на носу». Никакой реакции не последовало, и я продолжил: «И вообще десять лет со дня его смерти. И еще Мессиана и Пьяццоллы».
Ответ моей собеседницы вы уже знаете. Надо ли его здесь повторять?

--- Дмитрий Ухов

	(Astor  PIAZZOLLA)
	GIDON  KREMER:

"Tango Ballet"
	1999
	53:51
	label: Teldec

Gidon Kremer [vln];  Per Arne Glorvigen [bandoneon]; Vadim Sakharov [p]; Alois Posch [double b]; Ula Zebriunaite [vl]; Marta Sudraba [cello].

"Gidon Kremer, who masters his instrument with a striking brilliance, makes it sing, and above all, makes it speak. He is the enlighted shaman since he literally circles the music, extracting from it its most discreet secrets." (Neue Zurcher Zeitung)
"Gidon Kremer is an especially extraordinary and brilliant violinist.... Mr. Kremer is the most interesting violinist of his time. Both a virtuoso and an intellectual, he is the champion of unfamiliar scores." (The Wall Street Journal)
"Gidon Kremer's personality unites transitional periods of this century's history of music, integrating the geography of styles into a contradictory whole in a most individual way." (neue musikzeitung)

Biography KREMERata BALTICA

Although the KREMERata BALTICA has been in existence for only two years, it is already much in demand internationally, and has made guest appearances at, among others, the festivals in Lockenhaus, Dubrovnik, Gstaad, Salzburg and Moscow. In 1998 the ensemble undertook several European tours as well as its first visit to the USA. In February 1999 the KremerATA Baltica sets out for Asia to give concerts in Taiwan, Hong Kong and Japan. Preparations for the ensemble's concerts take place mostly during intensive phases of rehearsal in one of the Baltic countries. As director and soloist of the KremerATA Baltica, Gidon Kremer accompanies all the ensemble's concerts. Not infrequently he also joins in as an ensemble player in the orchestra. Kremer also sees a main focus of his work with the musicans of the KremerATA Baltica in chamber music playing in smaller formations. Trios, quartets, sextets and octets often supplement the KremerATA Baltica's programes, and its independent formations are a regular component in Gidon Kremer's touring plans. The extremely varied repertoire of the ensemble bears Gidon Kremer's signature, for it embraces not only the well-known -- for example Vivaldi or Mozart -- but equally includes numerous contemporary works, in which compositions by Baltic artists occupy a special place. The ensemble's repertoire also includes some compositions dedicated to the KremerATA Baltica, like the violin concerto Tala gaisma (Distant light) by the Latvia composer Peteris Vasks, given its first performance at the Salzburg Festival, and the dramatic Hamlet concerto by the Russian Alexander Bakshi. The CD "Tango Ballet" represents the KremerATA Baltica's first CD; and what would suggest itself more than Astor Piazzolla, the composer who lies particularly close to the heart of the ensemble's tireless director? "In Piazzolla I simply find the material for so many strata of musical emotions that are not necessarily to be identified only with the tango. It is simply splendid music", says Gidon Kremer. Like the Astor Quartet, some members of the KremerATA Baltica also took part in the recording of Piazzolla's tango operita Maria de Buenos Aires, the latest in Gidon Kremer's Piazzolla revelations, which Teldec released in the summer of 1998. Together with the musicians of the Astor Quartet, the Norwegian bandoneon-player Per Arne Glorvigen, the Russian pianist Vadim Sakharov and the Austrian bass-player Alois Posch, Gidon Kremer has rediscovered and performed numerous works by Piazzolla.

	PIDGIN COMBO – см.: Tom CORA
	
	
	
	

	PILI  PILI
	Pili-Pili
	1984
	69:04
	folk (African) -jazz
label: Jaro (все диски проекта) E-Mail: jaro@fuego.de 

Internet: http://www.fuego.de/jaro 

edition: 1989

Jasper  van’t Hof [k]; Angelique Kidjo [voice and dance]; Marlon Klein [d]; Eff Albers [g (2)]; Sisi [violin (6, 9)]; + percussion & vocals: Salifou Sylla, Alpha Camara, Gilbert Camara.

	PILI  PILI
	Hoomba Hoomba
	1985
	45:09
	label: Jaro, 1995

Jasper  van’t Hof [k]; Nicolas Fiszman [b, g]; Manfred Schoof [tp, fl h]; + African percussion instruments & vocals: Angelique Kidjo, Fode Youla, Amancia Batta, Carlo Ulrichi.

"... Since more than 30 years Jasper van't Hof has his part in writing European jazz history.... Nowadays it is difficult to find a hotter fusion-jazz than that of PILI PILI..." 

"With great energy and groove PILI PILI merges Jazz and Afro to a fusion of world musk. Jasper van't Hof’s ryhthm section -- Marlon Klein, drums, Funk-bass player Frank Itt and percussionist Dra Diara -- lay the foundation. The well known Jazz soloists Annie Whitehead, trombone, and Tony Lakatos, saxophone, have plenty of space for their performances, alternating catchy melodies and clear arrangements. One of the show's highlights is always the exotic voice of singer Izaline Callister. PILI PILI is music with power and athmosphere." (Keys)

"...Also fabulous: PILI PILI's rhythm section consisting of Frank Itt (bass), who has played with Terence Trent d'Arby and demonstrating precision-funk, Dra Diara from Africa (percussion) and drummer Marion Klein (Dissidenten) [см.]." (Frankfurter Allgemeine Zeitung)

	PILI  PILI
	Nomansland
	1997
	59:19
	Jasper  van’t Hof [k, p]; Annie Whitehead [trb]; Tony Lakatos [s]; Dra Diara [perc, v]; + vocals: Mabinthy Sakho, Manfrain Camara, Izaline Kalister.

As a jazz musician in Europe, one's mind is culturally always someplace other than where the musicians surrounding one are. It takes a while to figure out WHERE! At least I didn’t figure it out until I toured Africa. In Zaire in 1984 I realised how con​nected and comfortable I feel with Zairean music and musicians. It was all so natural.

There I also understood how much the American music culture is influenced by the African, especially jazz. Thus the circle — Europe - Africa - America -Europe — closes.

Back from the tour, it was clear that my next project would reflect the Africa experience. My direct contact to the people there had fascinated and inspired me, their open, emotional way of dealing with people, without falsity or calculation. Sometimes this might seem a bit naive, but in contrast to our culture it is refreshingly alive and 'soulful.' [...]

NOMANSLAND tells a very personal story of slavery from the point of view of the African victims. Men, women and children speak of the terrible events and their consequences: imprisonment, se​paration, longing, homesickness, hope, resistance and finally the conscious re​solution not to pity oneself but to set out to live the future.

African and European musicians alike participated in this production. The melodies, rhythms, lyrics, fragments and atmosphere of the songs they developed and recorded are extremely personal and subjective reactions to the events, expressing a great deal more than what is said in the lyrics: The memory of the homeland Africa, physical and emotional pain, the endless transatlantic voyage, labour and oppression, courage and faith in the new countries.

	PINK  Inc.                                  
	Pinc Inc.
	1991
	51:00
	free-jazz-rock-funk trio; USA. Мощный драйв, превосходное исполнение.
label: DIW

Alex Deutsch [d]; George Garzone (см. тж. c: Orange Then Blue) [s&t s]; Jamaaladeen Tacuma (см.) [el b].

	Werner  PIRCHNER
	EU
	1986
	46:04 53:24
	label: ECM New Series

The Unexpected View of the Familiar

Towards an Understanding of Werner Pirchner

Back in 1973, a man from Tyrol made people take note of his "half double" album "What we know about life after death and almost 22 other songs." Even then, Werner Pirchner seemed determined to make a kind of music that stubbornly evades traditional categories. To the careful listener, the same precursors and influences were apparent then as they are now in this record: Dada and Fluxus; certainly Erik Satie; Frank Zappa and Spike Jones; and above all, the English tra​dition of musical humor as exemplified by Gerard Hoffnung. What distinguishes Pirchner from Hoffnung is Hoffnung's almost exclusive use other people's material while Pirchner integrates borrowed phrases into his compositions. In any case, Werner Pirchner belongs to the minority of musicians who takes play and wit seriously. He remains sceptical in the face of presumptuous profundity cloaking the lie of pathos.

What, one may ask, actually makes Pirchner's music amus​ing? Why do we laugh? Sigmund Freud's classic "Jokes And Their Relationship To The Unconscious" is not very useful. Freud focuses on verbal humor and the rules he describes cannot be transferred easily to music's less precise seman​tics. Language does nonetheless play an important part with Pirchner: the pieces and the movements carry elaborate and unusual titles. It would, however, be incorrect to assume that they are a key to understanding Pirchner's compositions. This is not program music and, as is the case of Satie, the titles do not serve as illustrations. They form an aesthetic whole with the music rather than duplicating it; their relation is contrapuntally and parodically. Pirchner not only uses titles, but also plays with the semantics of musical forms (such as the sonata, the symphony and the Mass) to poke fun at program music.

Henry Bergson's essay "Le Rire" is more useful than Freud as an explanation of Pirchner's musical humor. Bergson's categories of humor have been applied to comedy in theater, but can also be modified to fit music. Bergson notes: "Comic is every arrangement of intermeshing actions and happenings which, for us, establish the illusion of real life and, at the same time, the distinct impressions of mechani​cal intervention." If we substitute the "actions and happe​nings" referring to comedy on stage with "musical sequences and events" and if we agree that the "illusion of real life" emerges stronger when the creative will of the com​poser is less apparent, then some of Pirchner's comic effects can be analysed using Bergson's rules. Take, for example, the sound of cow bells intruding into dramatic dynamic of "Soiree Tyrolienne", an eclectic chamber sym​phony, effectively orchestrated with a dialogue of brass and strings underlayed by the sound of percussion instruments. Or, similar to Gerard Hoffnung, familiar harmonies are upset by distortions, as if disturbed by external forces, (even Mozart was already having musical fun with this). In addition, Pirchner belittles and minimizes certain highly charged sound formations by rearranging the instrumentation.

It should be mentioned that Pirchner handles not only genre, ranging from jazz sonatas to opera chorus in an original manner, but also individual instrumentation, such as accor​dion, organ or violin solos, wind quintets, chamber orchestra and voice. He even manages to have fun combining them when, for instance, he labels his "Variations on a Tyrolian Slave Song" as a string quartet for a wind quintet, or when he calls a movement for solo violin a yodler.

Bergson already mentions the word "automatism" in his works. This word foreshadows the alienation theory of the Russian Viktor Sklovskij, and in an obscure essay about slapstick in the silent movies, "Anatomy of the Gag" by the Czech playwright Vaclav Havel. Herein lies a key to Pirch​ner's musical jokes. Havel writes: "The gag defamiliarizes a generally known automatism by interposing another well-known automatism on an authentic picture."  The "Barefoot Schuhplattler" section of the suite "Do You Know Emperor Joe" provokes laughter because the automatism of key change invades the genre's inherent monotony. This results in a musical gag corresponding to the one in the title; a folk-dance whose name underscores the singularity of slapping shoe soles can hardly be performed with bare feet. If jokes are a serious matter, then they should elicit a level of under​standing that otherwise would only be found with great diffi​culty, if at all. In "The Anatomy of the Gag" Havel says: "The gag is neither nonsense nor a negation of logic. It is a confu​sion of one logic through another. It startles not with the heightening of the unknown, but rather with an unexpected view of the familiar. It does not deny reality but completes it. It does not contradict convention, but rather relies on and works with it." Werner Pirchner relies upon the convention of the sonata form and works with it. In composing the "Sonata on the Hard Life" it is as if he was listening very carefully to the sounds, hearing and discovering them for the first time and then trying them out. The delicate little bells that enter the last swelling sounds of the familiar organ Mass, open up an unexpected view and then intensify into the familiar auto​matism of church bells.

Werner Pirchner is not only a witty composer, but a political one as well (a fact that the 1973 "half double" album made clear). On the surface, this is exemplified by his musical and verbal puns on the state, the military and the church, or more precisely: by their interplay in the score. Yet, the political dimension of that wit is even more crucial, To quote Havel: "One of the basic elements of humor is the sense of false pathos. And one of the basic aims of humor is to debunk it. (...) The sense of estrangement that always testifies to the presence of false pathos, and the inappropriateness of the external and internal dimensions from which false pathos derives, have traditionally provoked mockery and distan​cing. The gag alieniates pathos by using it alongside the unsentimental". The false pathos of Haydn's melody which began as a hymn to the emperor and became the German national anthem loses its pathos through distancing in the movement "By Joseph for Joseph" ("Do You Know Emperor Joe"). Similarly, the British national anthem in "Compliments to Great Britain" and Austria's inofficial anthem "Die Donau ist blau - Wer nicht?" are debunked.

This sets Pirchner right in the middle of the proper tradition of enlightenment, a tradition that reaches from Karl Kraus to Milan Kundera, and in music from Hanns Eisler to Mauricio Kagel (but also Jimi Hendrix and Tuli Kupferberg). Herein lies the political significance of Werner Pirchner's musical wit and works: they are an answer to the false pathos of a Waldheim, Kohl or a Reagan (while the names are replace​able, the phenomenon remains the same). The pathos of these power-brokers finds its artistic expression in those festivals which the powerful like so much to inaugurate.

The word counter-culture has become unfashionable. Wer​ner Pirchner symbolizes an element of culture standing against the pseudoculture of the bourgeoisie, and against a complacency seemingly patriotic, seemingly popular. No more than a vibraphone and a voice are required. Pirchner delegates to his instrumets an orator's vibrato. Is this effec​tive? The vibraphone's echo needs no technical manipula​tion. We should learn from this. This double album resounds even after it is over.

Thomas Rothschild

	John  PIZZARELLI
	Johnny  FRIGO                                      with  Bucky & John PIZZARELLY: In New York City
	1989
	55:38
	label: Chesky Records (New York)

J. Frigo [violin] (см. тж. с: Martin Denny в секции ‘Africa’); Bucky Pizzarelli [g right]; John Pizzarelli [g left]; Ron Carter (см.) [b]; Michael Moore [b #9-13]; Butch Miles [d].

   ...Bucky remembered Frigo as a member of the brilliant trio called the Soft Winds that came out of Jimmy Dorsey’s orchestra in the mid-40’s. It consisted of Lou Carter on piano, Frigo who was then playing bass, and young Herb Ellis on guitar. [...]

  The recording of this CD was done in RCA’s legendary Studio A in New York in order to capture all the clear, pure nuances of the two acoustic instruments. “We used only one mike and no amplifiers”, Bucky explained. “John, my son, and I used old guitars like the ones they used to use in big bands instead of the seven-string guitars that we usually use now. We made the album in the old fashioned way. We sat around the mike — the five of us — and we just played. There was no splicing. No earphones. It put everybody on a sharp edge to get it done right.”

	John  PIZZARELLI
	My Blue Heaven
	1990
	59:59
	label: Chesky Records

J.P. [g, v] with: Clarc Terry, Milt Hinton, Dave McKenna, Connie Cay.

На этом и следующем CD мы встречаемся с несомненно замечательным джазовым вокалистом. Замечательным не только в смысле богатого и приятного тембра и мастерского умения, но и в отношении прекрасных джазовых аранжировок и общего духа баллад.

	John  PIZZARELLI
	All Of Me
	1992
	48:44
	label: Novus
John Pizzarelly [v, g] + в записи принимает участие большое количество музыкантов.

It's been rumored that the American Popular song is makig a

comeback. As far as I'm concerned it never left. It's the music I

grew up with that inspired me to become a musician. The roots of this album spring from a family history rich in musical ties. My teachers and my father's teachers were my Great Uncles Peter and Bobby Domenick. They were virtuoso banjo players with a passion for swinging songs, good times, homemade pasta and good wine. Bobby was a guitar player with the early big bands including Clyde McCoy and Buddy Rogers. Afrer being on the road he always told interesting stories and shared new musical ideas with my father Bucky, who went on to play with the next generation of big bands, including Vaughn Monroe and, later, Benny Goodman. Through the years, some of the great musicians of the day visited our home and my father's admiration and respect for them was infectious. In particular, I remember my sister Mary playing guitar accompanying Joe Pass on "When Sunny Gets Blue"; a Christmastime jam session with family friend Zoot Sims playing "Our Of Nowhere" on clarinet; Joe Venuti playing not just violin, but guitar and piano, while an unusually quiet Les Paul sat mesmerized. Drinking Ovaltine and eating cookies with Slam Stewart and my Dad in our kitchen after gigs was a great experience. Slam loved the fact that Zoot called Ovaltine "knockout drops." As I listened to their words, my affection for both musicians and their music began to grow even more. Slam and Zoot were great friends and I miss them dearly. [...]

Making this album has given me the opportunity to fulfill many of my musical ambitions. I’ve been given the chance to perform the music I learned and loved as a child, with musicians I grew up with and respected, and to express myself not only as a singer and player, but also a composer. – John Pizzarelli

	John  PIZZARELLI
	After Hours
	1995
	48:07
	label: RCA/Novus

John Pizzarelli [v, el g]; Martin Pizzarelly [b]; Ray Kennedy [p]; with: Harry Allen [t s]; Randy Sandke [tp]; Bucky Pizzarelli [ac g]; Joe Cocuzzo [d].

	John  PIZZARELLI
	Our Love Is Here To Stay
	1997
	46:14
	label: RCA
John Pizzarelli [v, g] в сопровождении большого количества музыкантов.

Обаятельность песен Pizzarelli была как бы украшена некоторой неточностью исполнения на диске “All Of Me”. Здесь же, он абсолютно точен, что ничуть не убавляет ему шарма.

	Mani  PLANZER’s  MorschAchBlas-OrCHester
	Modaladom
	1991
	62:11
	label: Sound Aspects

Mani Planzer conductor

Peter Bohringer trumpet

Florian Nussbaumer trumpet, flugelhorn

Beat Unternahrer trombone

Leo Bachmann tuba

Andy Schneider flute, alto sax

Urs Schnell flute, bass-flute

Valentin Vecellio clarinets, soprano sax

Peter Schmid bass-clarinet, saxophones

Manuel Hebeisen oboe, engl h, soprano sax

Nicolas Rihs bassoon

Christoph Steiner cello

Matthias Burkhardt  bass

1. Transsibirit
7:48
2. Sonordanza
6:10
3. Philharmonal
4:27
4. All Eins Sein
6:24
5. Modaladom
8:33
6. Philigram
3:27
7. Marchita Ardiente 11:12
8. Da Deu Di
9:51
9. Encore
4:19
Music by the MorsCHachBlasOrchester suggested by the style of spelling, does not fit any of the usual standards. The free playing with different musical elements leads to interesting and non-foreseeable evolutions, and such musical excursions may flow into familiar patterns and composed parts. It's a vital music, self-critical and contagious.

"The MorsCHachBlasOrchester -- here the musicians show what pure wind-orchestras usually never do -- cheerfulness, verve and imagination lead to amazing improvisations -- there is smiling and laughing in the audience and on stage".

	Paul  PLIMLEY
	Density Of The Lovestruck Demons
	1995
	60:49
	free jazz

label: Music & Arts (USA)

Paul Plimley [p]; Lisle Ellis [ac b]; Donald Robinson [trap drums].

If, like me, you're listening to this music somewhere outside of Paul Plimley's Canadian homeland, you might be forgiven for wondering who this remark​able pianist is and why he hasn't come your way before. Plimley has had few of the performing and recording opportunities which American jazz mid-streamers seem to acquire almost as a matter of course; he's had no cover sto​ries in Down Beat, no invitations to all-star studio sessions. Yet for close on twenty years he's worked in partnership with the equally formidable musician who plays bass on this record, Lisle Ellis, and their collaborations have been painstakingly documented on a small stack of vinyl and CD recordings. Density Of The Lovestruck Demons  might be no more or less than the lat​est report from a couple of maverick minds, but its vividness and spirit make it as distinctive a slab of instant-compositional-creativity as an embattled listener can hope to seek out these days.

Part of Plimley's "problem", of course, is that he plays free jazz. Some may object to even using the jay-word here -- whether they see it as pejorative or not -- given the pianist's beguiling freedoms. But the reality of this music is that it stands in a tradition which every jazz listener should honor: from Bud Powell through Cecil Taylor and Paul Bley and on past Alex Schlippenbach and Misha Mengelberg.  Plimley's manner often reminds me, for instance, of Schlippenbach's personal insis​tence that he is a free jazz player, not a mere "free musician". Paul's tools are often very specifically derived from a jazz vocabulary that any experienced listener will recognise. Listen, for instance, to how he makes his way        through Ornette Coleman’s theme "W.R.U.". Set up by the irre​sistible swing of his two compan​ions, the pianist improvises his way out of the theme until he is at a significant distance from the tune; yet the solo, if we can call it that, has been delivered with the kind of steely logic that marks out a great bebop setpiece.

That is a typical Plimley strategy. It was his calling card throughout his and Ellis's important record Kaleidoscopes (for the Swiss label hat ART), which was entirely ded​icated to Coleman's music; and as various and anchorless as his playing can be, one always senses the undertow of the free tradition, a lineage as profound in its way as any​thing out of New Orleans or Kansas City or any of the standard birth​places beloved of jazz scholarship. It is some kind of tribute to the music's spiritual wellspring that its ability to create an interna​tional currency can involve men remote from its acknowledged cen​tres. Their relocation from Montreal to Vancouver and San Francisco, however, has encouraged a wider circle of collaborators, and on this record they enjoy the participation of Donald Robinson at the drums. Robinson's playing eschews orna​mentation or grandstanding. Some of the time he sits out altogether, as if simply listening to what the others are doing is contribution enough, and even at moments of crisis, as on the fiercely char​acterised title track, he refuses to take the free drummer's easy option of banging and crashing around. Where some would opt for a Zeus-like out​burst from the kit, he might settle for a deftly-choked cymbal crash or a foreshortened press roll. He also likes to play simple, swinging time: after all, it's not as if such a strategy has been out​lawed by the tenets of being free.

Nor has the expedient of keeping a single piece reined in to perhaps four or five minutes in length, which is something like the mean duration of this round dozen improvisations. One of the periodic curs​es of freedom has been its temptation to players to outstay their welcomes. This kind of jazz should be finding its own lifespan as well as its own space, and one of the absorbing things here is that one can't guess at the initiation of a piece whether it will turn out to overrun eight min​utes, as on "Ritual Advance" or calmly close up inside four min​utes, as "W.R.U." does. The impor​tant thing is that each episode goes on as long as it has to: the players' intuition is strong enough to tell them when to quit.

Still, there remains a sense of continuity that overrides the breaks in between the tracks. You could make up a case for there being a little suite at the heart of the record, which the titles gently suggest: "Trio Tuning" leads into the second Coleman interpretation of the session. "I Heard It Over The Radio" which is amplified by the solo piano meditation of "Reception"  before "I Heard it" is reprised in a piano and bass duet (a word here, too, for Lisle Ellis's bass playing: whether playing heftily-plucked lines or summoning a huge arco drone out of the instrument, he always suggests the physical mass and weight of the great violin -- even a filigree pas​sage has a palpable gravitas). The final impression, inevitably, is that Plimley and his cohorts are picking up the threads as if they'd never put them down each time there's a lull in the proceedings, which is as it should be: rather than the rhythms of any jazz time, these are the rhythms of conversation, of human interaction, which are at artistic stake here, and if we're involved in life on the planet, we never really let these rhythms drop.

This is a trio session, and as such it stands in a major jazz tradition of its own: the piano/bass/drums recording. Whether the musician at the keyboard takes his cues from Teddy Wilson or Fats Waller or Phineas Newborn or Paul Bley, he's standing in a distinguished line which seems capable of constant renewal. Plimley has a tougher brief than many of his forebears in that he's setting out to free up an instrument of res​olutely fixed pitch. The irony of his affection for Ornette Coleman, a man who's seldom allowed a key​board to stray into his music, won't be lost on most listeners. It's his achievement that when he plays a Coleman tune, he makes the piano the most natural place to hear it. It's also a tribute to his own powers of organ​isation and inspira​tion that his own themes here have the same   impact as Coleman's, while gathering an impres​sion that they were realised  with the same fluency and immediacy as a man might show in taking a breath. Lastly, in his gently dazzling technique, he shows he has everything he needs to make the music come alive, and come out different, every time he plays it. Enough words; now listen.

® 1995 Richard Cook

	Kimmo POHJONEN – см. в ‘Alternative’
	
	
	
	

	Buster  POINDEXTER
	Buster Poindexter
	1987
	40:49
	Отменное ретро! Можно сравнить с Oscar Benton, Leonard Cohen, Tom Waits (особенно -- следующий диск), но Poindexter неизменно фигурирует в джазовых каталогах.

Buster Poindexter’s BANSHEES OF BLUE are: Joe Delia [p, organ]; Tony Machine [d]; Brian Koonin [el&ac g, sitar, banjo, mandolin]; Tony “Antoine Fats” Garnier [b]; Fred Wolcott [perc]; THE UPTOWN HORNS are: ...; Larry Poindexter [accordion].

	Buster  POINDEXTER
	Buster’s Happy Hour
	1994
	52:43
	“I want to thank the makers of this record for allowing me to warn listeners about the nature of this album. Many of the songs contain references to alcohol, which I believe has caused more suffering to humanity than anything else, except maybe bigotry. (Although it is my suspiction that alcoholism was the cause of bigotry — in some way, I’m not sure how.) Anyway, the references to alcohol are a shame because otherwise I found the music very lively and celebratory, basically fun!!! And we all deserve some fun!!! Just not with alcohol.” —   Stuart Smalley.

	Buster  POINDEXTER
	Buster’s Spanish RocketShip
	1997
	53:06
	label: Island

B.P. [v]; The Spanish RocketShip: Fred Walcott, Ismael ‘Bongo’ Bruno, Mike Jacobson [perc]; Tony Machine [d]; Andy Gonzales [b]; Brian Koonin [g, cuatro]; Charley Giordano [accordion, p]; + Uptown Horns; + add. wind section; + add. voc.

	PONGA -- см. Wayne HORVITZ
	
	
	
	

	Valentina  PONOMAREVA
	GOLDEN YEARS OF THE SOVIET NEW JAZZ (см.), Vol I; (4 CD Set):

CD 3: "Valentina Ponomareva"
	2001
	65:25
	Valentina  PONOMAREVA -- см. тж. с: Anatoly VAPIROV
label: Leo Records, www.leorecords.com , Limited edition 750 copies

1. C-Jam Blues - 6'13

(D. Ellington/ EMI United Partnership)

Valentina Ponomareva - voice 

Ivars Galenieks - bass 

Sergey Belichenko - drums 

trumpet & trombone - unidentified musicians

Date of recording: unknown 

Previously unreleased

2. Ain't Misbehaving - 7'42 (Waller, Brooks, Razaf - Memory Lane Music Ltd/Redwood Music Ltd.)

Vladimir Chekasin - saxophones 

Oleg Molokoedov - piano 

Gediminas Laurinavichus - drums 

Leonid Shinkarenko - bass 

Recorded: September 1983, Leningrad 

Previously released on LP LR 136 "Fortune Teller"

3. Michelle - 4'42

(J. Lennon / P. McCartney - Sony/ATV Music Publishing Ltd.)

Recorded October 3, 1983, Novosibirsk 

Previously released on LP LR 136 "Fortune Teller"

4. Invocation of Spirit - 8'56 (A. Vapirov)

Valentina Ponomareva - voice 

Anatoly Vapirov - saxophones 

Sergey Kuryokhin - piano, perc. 

Ivars Galenieks - bass 

Recorded October 3, 1984, Novosibirsk 

Previously released on LP LR 121 "Invocations"

5. Sheptaiki 9 54 (S. Gubaidulina)

Valentina Ponomareva - voice 

Symphony Orchestra; 

Recorded 1985, Moscow; 

Previously released on LP LR 136 "Fortune Teller"

6. Wind Blows into the Ears of a Stone Stallion - 8'48 (V. Ponomareva / RAO - S. Letov / RAO)

Valentina Ponomareva - voice 

Sergey Letov - bass clarinet, flute 

Recorded 1987 

Previously released on LP LR 157 "Intrusion"

7. Intrusion - 19'00 (V. Ponomareva / RAO -V. Tarasov / LATGAA)

Valentina Ponomareva - voice

Vladimir Tarasov - drums, Roland TR-707, Yamaha TX-7, Roland PAD-8

Previously released on LP LR 157 "Intrusion"

Valentina Ponomareva is prob​ably the best known Russian singer (apart from the Tuvan Sainkho Namchylak). She is a Russian gypsy, and she has lived all her life in Moscow. Her musical career spans three long periods, which cover every possible musical genre: from singing with big-band and music hall to performances with a gypsy trio "Romen," from singing  classical   Russian romances to free jazz, rock and academic avant-garde. Having travelled the world with the gypsy trio "Romen", she start​ed singing with the Soviet musicians of free jazz in the end of the 70s. Her most fre​quent partners of that period were Vladimir Chekasin, Sergey Kuryokhin, Anatoly Vapirov, Boris Grebenshchikov, Vladimir Rezitsky, and later on Sergey Letov and Vladimir Tarasov. There is nothing she cannot do with her voice which many Western jazz critics called "the most versatile instrument." Valentina Ponomareva developed an original style of producing sounds and a unique technique of jazz vocal improvising. Her mix of scat, avant-garde and clas​sical singing "leaves you gasping in stunned surprise rather than wildly applaud​ing with pleasure..."(Time Out, Simon Adams). However, non-jazz composers of Russian academic avant-garde also used to write music for Valentina Ponomareva. One of the great contemporary Russian composers Sofia Gubaydulina invited Ponomareva to take part in the premiere of her vocal instru​mental composition "A Man and a Woman." Valentina reciprocated by encourag​ing Sofia Gubaidulina to play improvised music with the quartet "Astreja."

	Valentina  PONOMAREVA
	Valentina  PONOMAREVA,                              Ken  HYDER,                       Tim  HODGKINSON:

"The Goose"        
	1992
	56:31
	Здесь Valentina Ponomareva с барабанщиком Ken Hyder и кларнетистом / органистом Tim Hodgkinson (см. в ‘Alternative’).

    В.П., вообще известная как исполнительница цыганских романсов, участвует и в авангардных проектах: записала диски с участием John'a Zorn'a и Bill'a Laswell'a и в составе ансамбля Астрея (Leo Rec).
“Under the white sky,

Over the white cloud;

Under the blue sky,

Over the blue cloud:

Rise up to the sky,

Bird”

Altai shaman song

Improvisation does not come out of thin air. The nature of a musician’s improvisation is determined by that individual’s musical experience, both playing and listening, and by her or his aestetic stance. This stance, in turn is affected by factors which are, strictly speaking, not musical: ideas about life and music, about musical value — and sympathies; leanings towards certain emotional states and a willingness tto musicalise them. Furthermore, when several improvisers come together, they negotiate — by words, gestures or music — a group aestetic which informs the collective result and influences the contribution of each to it. Despite the presence of all these factors, the trio’s music is freely and totally improvised music — as distinct from folk tradition in which improvisation is combined with predetermined rhythmic, harmonic or melodic patterns.

In June 1991, the trio were invited to play at the Imola Festival in northern Italy. Entering the grassy courtyard with its high stone walls they were all struck by the power of the place. Valentina said “A lot of things have happened here”. Then she began to organise the visual space: in that corner there should be a light shining upwards onto the ivy-covered wall; there should be a bare minimum of objects on the stage; the seats should be so...  Arab musicians have a word MAQAM which denotes not merely the musical mode but the whole organized space in which concrete performances happen — the position of the musicians, the hierarchy of pitches and sections, emotional structures, and so on. In acknowledging what is specific in a physical space — its acoustic, its appearance, its meaning, and in preparing a mental state of absolute concentration, the trio were feeling their way towards a kind of MAQAM for improvising — one which would be developed anew for each particular set of circumstances. The first two tracks of this CD are live recordings from this concert.

	Valentina  PONOMAREVA
	Forte
	1999
	66:49
	label: Boheme Music

Запись 1998 - 99г.

"Валентина Пономарёва обладает безупречным исполнительским мастерством, динамическим диапазоном, который заставил бы сгореть от стыда оперных певцов мирового класса, необычайным чувством музыкальной целостности и отваги".

Norman Weinstein, "The Idaho Statesman", USA.

"Цыганская вокалистка Валентина Пономарёва, получившая признание за свой завораживающий технический уровень, без усилий взлетает от шёпота и бормотания до экстатического скэта и задумчивых причитаний".

Jason Weiss, "The New York Times", USA.

"Трудно найти в советском джазе индивидуальность более уникальную и более музыкально универсальную, чем вокалистка Валентина Пономарёва... Её музыкальный портрет, представляемый здесь..., займёт выдающееся место в галерее современного вокального искусства". 

Efim Barban, Leo Records, London.

"Пономарёва смешивает джаз, русское и цыганское пение в часто головокружительный, но всегда бодрящий коктейль... Выдающийся талант".

Brian Morton, "Wire", England.

	Jean-Luc  PONTY
	Jean-Luc Ponty & Stephane Grappelli
	1988
	56:56
	Jean-Luc  PONTY -- см. тж. с: Zappa

featuring: George Shearing, Philip Catherine, Larry Coryell, N.-H. O. Pedersen.

  The king and crown prince of French jazz violinists, Stephane Grappelli and Jean-Luc Ponty pioneered swing and fusion, respectively, on their instrument. [...] The bulk of the program finds Grappelli the leader on six tracks (with four different groups featuring top-notch supporting players from the US and Europe) and Ponty up front on three (with the same responsive Eurhythm section). The Ponty cuts capture a not-quite-25-year-old full of fire and brimming with Coltrane-inspired energy. Grappelli’s selections are full of warmth and insouciant humor and old world elegance.

	Jean-Luc  PONTY
	Tchokola
	1991
	54:17
	Jean-Luc Ponty с западно-африканскими музыкантами.

	Funki  PORCINI – см. в ‘Acid’
	
	
	
	

	Michel  PORTAL
	Men’s Land
	1987
	48:48
	Michel  PORTAL -- см. тж. с: “Homage to Piazzolla” (PIAZZOLLA); тж. в составе Ensemble Musique Vivante: Karlheinz STOCKHAUSEN “Aus Den Sieben Tagen” в секции ‘Alternative’.

Michel  Portal [t s, bass clar], J. De Johnette (см.) [d], Dave Liebman (см.) [s s], M. Cinelu [perc], Jean-Francois Jenny-Clark (см.) [b].

“...На CD “Men’s Land” этих замечательных музыкантов во главе с Michel Portal мы встречаем  в каждом моменте этой музыки краски фри-джаза, драйв джаз-рока и основательность бибопа.”

«This is clearly his best recording since "live" in Chateauvallon.» (Christian Tarting, Diapason, 1988)

«Michel Portal is not a jazz musician who might just try his hand at classical. Even less a classical musician who amuses himself with jazz. A musician. A total musician. One is never a full-time musician. He is.» (Francis Marmande, Le Monde) 

«Portal has always jumped from one style to another like one leaps over a wall. To be free and able to contemplate the wall just, surmounted with a mixture of relief and pride.» (Jacques-Emmanuel Fousnaquer, Les Inrockuptibles)

Michel Portal discourages every attempt to classify or define jazz, original film scores, classical and contemporary music, the clarinetist travels through all of these universes. After having played the various types of music of his native Basque Country, Michel Portal receives formal classical training that is crowned with success and awards. Every musical act is a total face-off. Portal remains a mystery of creativity. He continuously plunges the art of music into the bath of rejuvenation with his demanding inventiveness. His adventures feed on themselves and mutually enrich one another.

	Michel  PORTAL
	Arrivederci Le Chouartse                        (live 1980)
	1990 
	69:15
	label: hat ART

Michel Portal [cl, b cl, a s, t s], Leon Francioli [b], Pierre Favre [perc].

   Let’s not have one of those (very) old quarrels about the value of improvised live music (“...it’s not worth listening to...” vs. “...that’s the real thing, you should have been there!”). Michael Portal, the wind player at the top of this musical triangle, has released a new record, and I’m simply tempted to say, brutally and lazily, that it is his best, most passionate and most fascinating work to date — Michel frontal, and without any tricks or fireworks: Facing you / us in remarkable and constantly supporting company, this is the time of two adventures which, in a non-trivial way, take a chance and continually re-invent the singing for three voices, as formerly the trilogy Evans-La Faro-Motian revived the relationship between solo and accompaniment, the relation between melody, rhythm and harmony, as well as the hierarchy of a group. Evidence, apparent simplicity of emotion-improvisation as the only visible part of a marvellous background of fear, culture, virtuosity and contradictions — qualities which make up the history of music. Therefore this is an exemplary and ephemeral isosceles triangle (rather than an equilateral triangle, for in 1972, the time of that historic “Michel Portal Unit”, this bass-percusionist duo was firmly weld together), and before its whole area goes up in flames so that we can contemplate the event of a musical white heat in its exceptional legibility, it seems to catch fire at different points of its outline any time (wind player-drummer, wind player-bass los...). This is music which struggles for the ultimate, works up to the point of exhaustion (as far as the musical raw material they use is concerned), and flows on and on in a turbulent and perfectly unforeseeable way. Thus one could draw comparisons to certain very free passages performed by the trios of Sonny Rollins. Considering the musical development of Michel Portal to date, such a concert (and the pleasure of listening to the recording of it) represents the strongest and most decided responce to the reserve or reticence of some temple guardians of “real jazz” and to other advocates of a single “feeling” in jazz music. In fact, the performance of this trio is apt to allay any final doubts, even in the case of those guardians of an orthodox jazz comprehension who become distrustful when they hear terms like competence and multi-stylistic virtuosity. Its specific, “physical” treatment of the sound material, its rhythmic fervour (which could be called swing) as well as its passion for “spontaneous composition” has led this trio to an artistic quality rarely achieved in jazz music.  — Philippe Carles, Editor-in-chief of ‘Jazz Magazine’.

	Michel  PORTAL
	GALLIANO & PORTAL:

"Blow Up"
	1997
	52:39
	label: Disques Dreyfus (Sony Music France)

Richard Galliano [accordeon, p (#7)]; Michel Portal [bass cl (#1, 9), bandoneon (#2, 4), cl: si bemol (#3, 6, 10), s s (#5, 8), jazzophone (#7)].

Plays compositions by Portal (#1,4,10), Galliano (#3,7,8), Piazzolla (#2,5), Pascoal (#6,9).

	PORTISHEAD – см. в разделе ‘Acid’
	
	
	
	acid jazz / trip hop (samples from Weather Report, Eric Burdon, a.o.)

	Cole  PORTER  -- см. RED HOT + BLUE
	
	
	
	

	Perez "Prez"  PRADO 
	“Mambo Mania” (1955) / “Havana, 3 A.M.” (1956)
	1955, 56
	75:32
	jazz-latina big band

label: Bear Family Records

1-12 -- 1955, 13-24 -- 1956.     2 original LP on 1 CD.

  There are two basic elements in Cuban music: the Spanish and the African. The first prevails strongly in the countryside; the second, origin of the type of music known as Afro-Cuban, is predominant in the cities. With the passing of time, a blend came of both elements, and at the contact with the rich earth, with the warmth of the jovial tropical sun, with the stimulus of the soft Caribbean breeze, the aboriginal Cuban music — lively and nostalgic, so full of atavic reminiscences and at the same time so modern, so strong, so original — was born in the soul of the Cuban people. This music was soon to travel by itself over the whole world... to remain and live in all of it! Cuban music has invaded all countries and all climates.

  It is interesting to observe that Prado’s versions, of his own works as well as those of the other composers represented here, while they are so modern, so much a part of our complicated and fleeting time, are far from being overarranged as one might expect, but instead are rather simple. Perez Prado conveys his feelings through the plainest mediums; and whether it is a vocal excerpt or an instrumental piece, he manages to give us the true, direct, engaging and nostalgic impression of a night in Havana... of HAVANA, 3 A.M.

  [...] This set goes much farther and offers, in addition, a glimpse of another side of Prado — that of the experimenter who used the entire range of Latin music to forge a new music for the people. Gifted, eccentric artists of this caliber come along only once a while, and they invariably leave the world a better, happier place than they found it.

  In late 1954, a one-shot magazine, ‘Who’s Who In Music And Records’, had this to say about Prez and his mambo. “Speaking of excitement, what’s musically exciting these United States right now is something called the Mambo. Whether or not it’s jazz, we woldn’t be knowing. It’s probably the Cuban equivalent, descended from the same native rhythms as are the samba, marenga, rhumba, tango, calypso — just as North American jazz is rooted in the primitive jungle beat of Africa. The Mambo was imported here from Cuba in 1949, but the records don’t show that many people noticed it much back then. Today it’s a different story. Perez Prado, a mustached Cuban bandleader, claims to have invented the tempo, but it doesn’t matter whose it was at the beginning, it now belongs to the world. There are bands recording ‘Stardust’ in Mambo rhythm. Life magazine described Mambo as “a simple dance, its four-four beat blasted out in bands by saxophones. The drum section adds a syncopated jolt to the whole crazy thing. But even for those who don’t go near the dance floor, it’s irresistible, else how explain the wild success of Vaughan Monroe’s ‘They Were Doing The Mambo’? In this song he sadly sighs, ‘What the heck is the Mambo?’ Well, at the moment there’s hardly anyone who can’t answer that question...” 

  Latin music scholar John Storm Roberts has described the Prado disc as “... an effective piece of arranging, in which almost parodically languorous solo trumpet work, screaming ensemble brass, exaggerated contrasts between saxes, trumpets, and trombones, and springy simplistic syncopation contributed to a witty whole.”  It was Prado’s finest hour. Roberts also points out that the tune is actually a “chachacha”. Called the cha-cha or cha-cha-cha in this country and on the hundreds of songs that followed this last great Latin music craze, the chachacha came from Cuba and landed in the US in 1954. As a dance, it was infinitely easier to do than the mambo, and it was made more pleasing to the public ear with the addition of horns and reeds. Although the cha-cha fad was somewhat delayed by the startling rise of rock’n’roll in 1956, it was soon a contender on the charts. [...]

	Perez "Prez"  PRADO
	“Voodoo Suite” (1955) “Exotic Suite” (1962)
	1955,62
	67:28
	label: Bear Family Records

1-7 -- 1955, 8-14 -- 1962.    Two original LP on 1 CD.

   It is generally agreed that necessity is the mother of invention, but at least on the basis of the music contained in this album it seems very probable that the word ‘necessity’ should be deleted, and ‘inspiration’ substituted in its place. For the Voodoo Suite, herein recorded, is easily one of the outstanding contemporary examples of spontaneous genius, the end-product of a few hours of idea-development-fruition which might be said to have almost miraculously resulted in the exciting music so immediately evident in this recording. It is a well-known fact that creative work undertaken on the spur of the moment often emerges not only with greater freshness, but with distinctly more flavor and import than something which may have been worked on over a period of weeks or months. Prado prepare an orchestral work that would depict the marriage of primitive rhythms to American jazz — a sort of tone poem in which the African, the mambo and the basic aspects of jazz would be united in such a way as to show their true relationship. As soon as the idea was formulated, Prado expressed a wild and uncontained enthusiasm — so, amidst really frantic preparations, while Diaz and Lewis coralled the necessary musicians, Prado retired to write and arrange the music. [...]

	Perez "Prez"  PRADO
	Prez
	1957
	45:12
	label: RCA Victor

  The Prado-Band was a first-rate Latin-Dance Band but it had quite some Jazz-qualities and when its first recordings were heard in the US some critics hailed Prado as the greatest new Jazz Big Band in years. To many aficinados “Prez” belongs to the best of all Prado-LPs, and we are glad to have it now on CD.

	Perez "Prez"  PRADO
	King Of Mambo
	
	37:41
	label: RCA Victor

1959, 61, 65, 67.

  To make himself a little younger, the Cuban Domase Perez Prado liked to conceal his exact date of birth. When he died, as the result of a stroke, on 14 September 1989 in Mexico City his real age of 72 became public. [...]

	Perez "Prez"  PRADO
	Twisting Perez Prado
	
	46:52
	label: RCA Victor. Original LPs: RCA Victor LSP-2524, RCA Victor LPM-2610

An exciting "first" in this album! Prado introduces the "bongoson" – a marriage of the twist and the Cuban "son". ("Our man in Latin America")

And it's new, excitingly different – it's the Twist with a twist! If you think it was frantic fun before, listen to it now. It positively jumps for joy.

And who is there greater to carry this biggest new dance craze in twenty years to its next logical – or illogical – development? The nonpareil Prado, undisputed King of the Latin beat, that's who.

Actually, if you listen real close to the next Twist you hear, you'll discover something else. The Twist is Latin, its roots are down in the same super-heated South American soil that gave us the Cha Cha, Pachanga, Samba, Mambo, Conga, Chunga and what have you.

Twisters! You're in for a thrilling, new experience – not another word, liten to the Latin Twist, arranged, conducted, and with interpolated ughs!! by the King. Go!

	Andre  PREVIN
	Scott  JOPLIN:

“The Easy Winners”
	1975
	42:57
	label: EMI, Remaster 1986

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

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

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

 --  © Rory Guy, 1975 

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

	Andre  PREVIN
	Kiri Te  KANAWA, Andre PREVIN, Ray BROWN:

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

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

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

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

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

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

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

he has begun chamber music programmes with the orchestral musicians.

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

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

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

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

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

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

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

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

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

--- Play

	Andre  PREVIN
	What Headphones?
	1993
	51:36
	Andre Previn [p]; Ray Brown [b]; Mundell Lowe [g]; Grady Tate [d]; Warren Vache [cornet]; Richard Todd [french horn]; Jim Pugh [trb]; Antioch Baptist Choir.

  «This is the finest album Andre has ever made... a magnificent mature piece of work and one of the finest piano albums since Bill Evans.»

  With this album, the musical world is confronted with a surprising fait accompli: one of its great symphony conductors is one of its great jazz pianists.
I sometimes suspect that only Andre Previn can understand the musical mind of Andre Previn. His is one of the most astonishing musical intellects of our time. Back in the Dark Ages, when I was growing up, jazz and classical music were considered mutually exclusive, even inimical, jazz fans know that classical musicians couldn't play jazz, the admirers of classical music were certain that the converse was true. Both were wrong, though the musical segregation of the time made it seem otherwise. In reality, from the earliest days of jazz, most of the pianists of jazz had solid classical training, and so did many of the players of other instruments. The career of Andre Previn is one of the astonishments of our musical age. I found it amusing, and so did Andre, when touring Japan with the Vienna Philharmonic a few years ago, he booked himself on a few off nights to play jazz at the Blue Note in Tokyo. Andre's return to jazz a few years ago surprised many people. He played some engagements with his old friend Ray Brown, one of the seminal bassists in jazz history, and the superb guitarist Mundell Lowe, and they recorded together. But this album, ' What Headphones?', is a departure in that it shows Andre as a jazz arranger and composer. Though it has its own inner consistency, the album reveals Andre at home in disparate atmospheres: the wonderful Ellington tunes, gospel world, the blues and jazz. We are all supposed to grow. But what has happened to Andre's playing is more than growth. His playing now is different. Any artist with prodigious facility has to guard against it. And Andre's, in so many different fields, is stupefying. His playing is darker now. It has taken on a richer, warm tone. The notes are sparse, chosen and unexpected. To be sure, he can still make those swift quicksilver runs, but now they take surprising turns and end in unforeseen places. Playing that was always impressive has become deeply moving. I wish space would permit me to take you on a tour of all the little treasures in this album, but then you'll discover them for yourself and perhaps this is as it should be, particularly in view of Whitney Balliett's deft description of jazz as "the sound of surprise."

--- GENE LEES (Gene Lees is editor and publisher of the 'Jazzletter', and author of many books on jazz.)

	Bobby  PREVITE
	Weather Clear, Track Fast
	1991 
	54:59
	Bobby  PREVITE -- см.тж. с: John Zorn (“Cobra” и др.); Elliott SHARP; Marty EHRLICH; Jerome HARRIS; The NEW YORK COMPOSERS ORCHESTRA; Seigen ONO; Tim BERNE; Thomas CHAPIN; MYLAB;
label: Enja

Don Byron (см.) [cl, bar s]; Anthony  Davis [p]; Anthony Cox (см.) [b]; Marty Ehrlich (см.) [cl, b cl, a s, fl]; Robin Eubanks (см.) [trb]; Graham Haynes (см.) [cornet], Bobby Previte [d], Steve Gaboury [p on #1].

All music written and arranged by Robert Previte.

  Robert Previte: “[...] The realization of this music with musicians of this caliber is something I never could have predicted. It’s a dream band for me. My respect to all of them and also to Joe Ferla [mix] for busting these sounds out of jail.”

	Bobby  PREVITE
	WEATHER CLEAR, TRACK FAST:                          "Hue And Cry"
	1993 
	57:56
	label: enja

Eddie Allen [tp], Don Byron (см.) [cl, bar s], Anthony Cox (см.) [b], Anthony Davis [p], Marty Ehrlich (см.) [cl, a s, s s, fl], Robin Eubanks (см.) [trb], Larry Goldings [Hammond], Bobby Previte [d].

All music composed and arranged by Robert Previte.

 “For a slow motion world that could never have been. But we gave it a good go, eh Johnny? We both know now that they would never have allowed it...”

	Bobby  PREVITE
	B. Previte’s    EMPTY SUITS:                       "Slay The Suitors"
	1994 
	54:19
	label: Avan (Japan)

Robin Eubanks [trb, electronics], Wayne Horvitz (см.) [keys], Steve Gaboury [keys], Jerome Harris (см.) [g, ac b] (см.), Roger Squitero [perc], Bobby Previte [d].

Produced by Mark Helias + Bobby Previte,  John Zorn.

  “Classicism, let it be stated without further preface, represents for us now and has always represented the forces of oppression. Classicism is the intellectual counterpart of political tyranny. It was so in the ancient world and in the medieval empires; it was renewed to express the dictatorships of the Renaissance and has ever since been the official creed of capitalism. Wherever the blood of martyrs stains the ground, there you will find a doric column or perhaps a statue of Minerva.”

	Bobby  PREVITE
	WEATHER CLEAR, TRACK FAST:

 "Too Close to the Pole"
	1996 
	72:02
	label: enja

Lindsey Horner [el b, tin whistles, v]; Andy Laster [bar s, cl, fl, v]; Cuong Vu (см.) [tp, v]; Jamie Saft (см.) [p, Fender Rhodes, Hammond, clavinet, v]; Curtis Hasselbring [trb, v]; Andrew D'Angelo [a s, bass cl, v]; Bobby Previte [d, v].

We've been hitting it hard for three weeks now. Seven countries in all, two sets a night, two or three trains every day, and tonight we just got out of that studio alive. Got to catch a train to Dresden in ninety minutes, I can't believe Feria is still standing, sixteen hours in the control room without a break. The band had some downtime while they fixed the tape machine so we played football on the EMI lawn. On the final play D'Angelo cut wide down the sideline and Laster and I ran him into that bench, and I thought Bobby, you idiot, there goes the record. I want to get some things down now while I have that precious no sleep lucidity... Too Close to the Pole had me by the throat for a long while, mostly because I was much too pleased with myself and my theme (it happens to everybody), but we finally stared it down. I put the main body in the sure hands of Cuong and it came in from the cold... On tour. I sometimes thought that 3 Minute Heels existed just to remind me how much I had to learn (its not too easy for the rest of the band to play, either), but my brother Lindsey kept my faith in myself, in it, and in us... I've become a semi-rabid opera fan lately (no doubt folding back into my Italian heritage), and one evening in the middle of a three hour masterpiece there was this, this jewel, this Countess' Bedroom, this force suddenly pushing me into the back of my seat: then on the silent walk home Valerie said suddenly." Did you hear that one section..." and I had to have it. I had to undress it until (I pray) I got out what there was in it that could be mine (which I swear is the only reason one should attempt another's music in the first place) ...Break the Cups, from Empty Suits, has mutated into Save the Cups: I can only guess why -- Curtis and Jamie show the way... The Eleventh Hour is something we've been elevating over the page for two years now dig on Andy... Well I brought back my old friend, the Reprise (OK, but I haven't done that for at least two records): Andrew rides the tiger...

And then, and then...

Have patience: because patience is hard won, because patience is rare, and because there is always and everywhere both an open and a box end.

	Bobby  PREVITE
	PREVITE & ZORN:

"Euclid's Nightmare"
	1997
	43:37
	tape >>> CDR

label: Depth Of Field (DOF 1-2)

rec. in NY, 1997

John Zorn [alto]; Bobby Previte [d].

tracks #1-27: untitled

	Bobby  PREVITE
	Bobby Previte's LATIN FOR TRAVELERS: "Dangerous Rip"
	1998 
	56:48
	label: enja

Bobby Previte [d, v]; Jerome Harris (см.) [el g, el b, v]; Stewart Cutler [el g]; Jamie Saft (см.) [Fender Rhodes, Hammond, Mini Moog, el b]; Marc Ducret [el g (#5)].

"Нью-йоркский барабанщик и композитор Бобби Превит предпринимает очередную попытку возрождения джаэ-рока, но уже на новом уровне. Надо признать, что все его попытки были успешны. Если вы слышали, что играл в конце 70-х Билл Брафорд (Bill Bruford) со своей группой и представите себе сейчас ту музы​ку но с ритм-энд-приблюэованными клавишами и более жёст​ким и изобретательным фанк-роковым ритмом, то это будет при​близительное определение аль​бома "Dangerous Rip".

Отсутствие духовых, да и вооб​ще акустических инструментов, кроме ударных, не должно сму​щать: Превит — исключительно "думающий" композитор и аранжировщик, его пьесы совершенно самодостаточны и звучат как ма​ленькие симфонии. Да-да, это во​все не громкое слово, все запад​ные критики как один отличают "идеальную инструментовку и ис​ключительно своеобразное соль​ное мышление всех музыкантов". Полностью согласен. А за одну композицию с потрясающим сольным бпюзовым органом (а затем фендером) "Open Jaw", где сам Бобби плетёт тончайшую по нюансам, но и энергичнейшую вязь ударных, можно сразу и бе​зоговорочно давать пять звездо​чек (хотя вообще-то мы оценки не выставляем).

Единственное, что сбивает с толку, так это название группы — я внимательно прослушал альбом два раза, но не почувст​вовал в музыке абсолютно ника​кого влияния латиноамерикан​ских стилей. Так что почему именно "Latin For Travellers" — неясно. [Следует заметить, что под 'Latin' здесь имеется в виду вовсе не латина, а латынь. Т.е. – "Мёртвый Язык Для Путешественника", что можно понимать как нонсенс, или просто шутку, так-то вот. Прим. >S<] Зато название альбома — "Опасное волнение" (имеет​ся в виду море) — попало пря​мо в точку. От музыки остаётся тревожно-щемящее ощущение, а длинные композиции -- то дер​жат в напряжении, то отпускают— совсем как в лёгкий шторм.

Гитары в композициях Превита совсем не похожи на джазовые, а скорее производят впечатление арт-роковых, а местами так про​сто стилизованы под Джимми Хендрикса (но очень в меру). Ин​тересно, что этот и предыдущие диски барабанщика одинаково ус​пешно раскупаются как любителями современного джаза, так и рок-фанами. Газета "Observer" в давней рецензии на один из его прежних альбомов написала: "Ба​рабанщик-композитор, неистощи​мый на выдумки? Чего же теперь ждать дальше — застенчивого гитариста-фронтмена?" Газета не​сколько преувеличила свои ожи​дания — в этой группе Превит, конечно, лидер, но и гитаристы здесь — будь здоров!"

--- "Jazz Квадрат"

	(Bobby  PREVITE)
	PONGA
	1999
	53:08
	label: Loosegroove Rec. www.loosegroove.com 

PONGA are: Wayne Horvitz (см.) [keys]; Dave Palmer [keys]; Bobby Previte [d]; Skerik [sax, samples].

Пряный ураган из необычных звуков и композиционно / импровизационно / драйвового исполнения. Супер-мастера в своей лучшей форме одарили нас этим потрясающим проектом и остаётся только надеяться, что он будет иметь продолжение.

1. Pimba

2. Pisse Up The Pieces Of Saturn

3. Nangabide

4. Blowtiroh

5. Awesome Wells

6. Ponga Amore

7. Liberace in Space

8. Boosein

	(Bobby  PREVITE)
	PONGA: Remixes
	1999
	54:36
	www.loosegroove.com/ponga_remix.html 

Mixes made from original album ‘Ponga’

Mixes by Amon Tobin (см. в ‘Acid’), Spacetime Continuum, Capsule 150, Fila Brazillia.

	Bobby  PREVITE
	The 23 Constellations of Joan Miro
	2002
	55:18
	label: Tzadik

rec. 2001

Lef Soloff [tp, fl h, piccolo tp]; Ralph Alessi [tp, fl h]; Jane Ira Bloom [s s]; Ned Rothenberg [bass cl]; Michel Gentile [fl]; Jamie Saft (см.) [p, celesta, hammond organ, fender rhodes piano]; Elizabeth Panzer [harp]; Wayne Horvitz (см.) [electronics, p, hammond organ, fender rhodes piano, harmonica]; John Bacon [vibes, marimba, orchestra bells, chimes, small perc]; Bobby Previte [trap drums, gong, vibes, marimba, orchestra bells, chimes, small perc]; Kirk Nurock [conductor].

Actually I was never a huge fan of Miro. I had a Miro poster up in my room in college, and I liked him and all, but I didn’t really see him until that day in 1993 at the big Miro retrospective at the Museum of Modern Art. I walked into that room with all the Constellations and… blam! Never been the same since.

This music is my parallel response to those great works. It is not in any way a direct translation (that’s impossible) but an emotional one. Just before the recording, David Breskin, our producer, pointed me towards an article by the composer Georges Antheil, who in Cahiers d’Art, in 1934, said it all for me:

“The classic world of music, in vogue up until today, with its exact limits and placings, and its taste always within a certain classic geometry is a music made up of wood and plaster colored with the imitation colors of a faded Athens. This exactness and lack of play does not permit the music to dream. The lesson that Miro has taught us is not be afraid of music, or its bite, even if the line doubles back upon us, and perhaps in certain cases annihilates us. Here we have a rubber music, dreaming unashamedly, delicately breathing, inflating and deflating, like a being sleeping or the suns cooling. Let us examine the objects in the sky, abolish the constellations, and consider the light years between each and every planet. I love Miro’s music and I hope that he might like my attempts at drawing lines such as his own, or at least to forgive the plagiarism.”

Amen to that, brother.

-- Bobby Previte
Composer/percussionist/bandleader Bobby Previte often likes to stretch out, whether leading his modern creative jazz ensemble Weather Clear, Track Fast, putting his own spin on Miles' fusion repertoire with the Horse, or kicking his avant bar band, Latin for Travelers, into high gear. On some of his best work, Previte builds compositions from initial core rhythms and adds layers of structure a bit at a time, taking ten or more minutes to assemble all the pieces into a final musical picture. The 23 Constellations of Joan Miro, recorded in New York during the summer of 2001, takes a completely different approach. Previte has handed himself a unique challenge - shrinking the length of each composition to something approximating the size of the paintings in Miro's Constellations series, each of which measures only 15 by 18 inches. And so Previte has composed 23 pieces ranging from one and a half minutes to three minutes long. These miniatures represent Previte's emotional responses to Miro's colorful, whimsical, and sensual Constellations, paintings animated with abstract and symbolic images that have profoundly affected the modern art world since the Catalan artist committed them to canvas in France and Majorca during the early years of World War II. In taking on the challenge of musically interpreting a set of defining works in 20th century visual art, Previte has set a lofty goal for himself, one informed by the paradox of attempting to achieve greatness by thinking small (a bit counterintuitive to what one might expect from Previte when one considers some of his own major works of the past). And, simply put, his project is an unqualified success. With an ensemble ranging in size from seven to ten musicians and comprised of some of New York's finest artists in modern creative and avant-garde jazz, Previte has succeeded in creating music that suggests Miro and yet is uniquely his own. The compositions sometimes seem to float in stasis, but strong lower-register pulses and crisp, rhythmic ostinatos often enter with a flourish, infusing the music with enough energy to cause Miro's circles, squiggles, and stars to dance off their flat canvases. The ensemble features nearly conventional jazz instrumentation in the dual trumpets of Lew Soloff and Ralph Alessi, soprano saxophone of Jane Ira Bloom, flute of Michel Gentile, bass clarinet of Ned Rothenberg, keyboards of Wayne Horvitz and Jamie Saft, and drums of the leader himself. However, there is an unconventionally light, ethereal, and dreamlike quality to the music here, as most of the pieces prominently feature Elizabeth Panzer's harp and John Bacon's vibraphone, orchestra bells, marimba, and chimes, not to mention a bit of rubbery, squelchy electronics from Horvitz here and there. While the music seems quite thoroughly composed, with precise counterpoint, consonant harmonies, and an orchestral sense of timbre and texture, there is an overall feeling of buoyancy and freedom that is no more stilted and leaden than Miro's paintings themselves. If time could be envisioned as the canvas upon which musicians paint their melodies, harmonies, and rhythms, much of Previte's previous work would translate to mural size when contrasted to the miniatures in The 23 Constellations of Joan Miro. Yet, individually and collectively, these brief works create an indelible impression, as strong as the "blam!" Previte experienced - as he describes in the liner notes - when he first saw the Constellations in a Miro retrospective at New York's MOMA. These 23 Constellations, two and three minutes at a time, add up to Bobby Previte's finest hour. (All 23 paintings in Joan Miro's Constellations series are reproduced in the CD booklet.)

	Bobby  PREVITE
	Elliott SHARP & Bobby PREVITE:

"The Prisoner's Dilemma"
	2002
	56:52
	label: Grob
Elliot Sharp (см.): 8-string guitarbass, bass clarinet, pedal steel, powerbook.

Bobby Previte: ddrum electronic drums, dw acoustic drums, paiste cymbals.

Elliott Sharp began playing the piano at six. According to Sharp, he was performing concerts by age eight. Sharp claims that his parents wanted him to be both a concert pianist and a scientist. He gave up piano, first in favor of the clarinet and then the guitar. His interest in science led him to build his own effects boxes for the instrument. He became intrigued with all types of experimental music, from contemporary classical to free jazz and sophisticated rock. Sharp studied anthropology at Cornell, where he played in a band and took an electronics class with synthesizer inventor Robert Moog. At Bard College he studied with free jazz pioneer Roswell Rudd (future Lounge Lizards John and Evan Lurie were classmates). He went to graduate school in Buffalo, where his academic advisor was Morton Feldman. He moved permanently to New York City in 1979, where he played gigs at various underground performance spaces, including the notorious Mudd Club. In the '80s Sharp became a major figure on the downtown New York experimental music scene, collaborating with many of it's most prominent players, including John Zorn, Wayne Horvitz, Bobby Previte, and Butch Morris. Over the years, Sharp has led his own bands more often than not. His music draws upon the wide range of his influences, from Coltrane to Zappa to Xennakis and beyond. An improviser at heart, Sharp's compositions tend to be quite loose, allowing plenty of room for the musicians to roam. Among his recent projects is the blues/hardcore/free jazz hybrid Terraplane, with bassist Dave Hofstra, saxophonist Sam Furnace, and drummer Sim.

	Bobby  PREVITE
	Charlie HUNTER & Bobby PREVITE:

"Come In Red Dog, This Is Tango Leader"
	2003
	
	label: Rope a Dope

As a young guitarist growing up in the San Francisco Bay Area, Charlie Hunter was looking for a way to stand out in the '80s. His primary influences were jazz great Joe Pass and the fluid Tuck Andress (of the guitar/vocal duo Tuck & Patti), both six-string guitarists who were adept at blending bass notes into their standard guitar melodies to make themselves sound like two musicians at once. But Hunter wanted to take it one step further, and set out to find an instrument on which he could simultaneously function as both a guitarist and a bassist. For his self-titled 1993 debut CD, Hunter played a seven-string guitar for the duality effect, locking down the bottom with drummer Jay Lane and mixing melodically with saxophonist David Ellis. But on his trio's sophomore 1995 release, Bing, Bing, Bing, Hunter unveiled his custom-made Novax eight-string, the guitar that finally allowed him to realize his capacity. Designed by Ralph Novak, the instrument featured special frets and separate signals for its guitar and bass portions. Picking bass notes with his right thumb while fretting them with his left index finger (while at the same time fingerpicking guitar chords and single notes with his right hand's remaining four digits as he frets with his left hand's other three fingers), Hunter achieves the real sound of two-for-one. Hunter played with the sidegroup T.J. Kirk in the mid-'90s, a band who derived their name from the cover material they exclusively played: Thelonius Monk, James Brown, and Rashaan Roland Kirk. Initially wanting to call themselves James T. Kirk before being threatened by the Star Trek TV and film series, T.J. Kirk released a self-titled 1995 debut and the 1996 follow-up, If Four Was One, before disbanding. Hunter took drummer Scott Amendola with him for his next project, an ambitious instrumental remake of Bob Marley's Natty Dread album in its entirety. Also featuring saxophonists Kenny Brooks and Calder Spanier, the 1997 release beat the odds by becoming arguably Hunter's best album. After Spanier died from injuries sustained from being hit by a car, Hunter moved east to New York, taking Amendola with him. Teaming with vibraphonist Stefon Harris and percussionist John Santos, Charlie Hunter & Pound for Pound's 1998 CD, Return of the Candyman, is dedicated to Spanier. A departure from Natty Dread, mainly due to the work of Harris, the disc featured a vibes-heavy cover of Steve Miller's "Fly Like an Eagle." Hunter's modus operandi had now become shifting personnel changes, and in between tours he recorded a 1999 duo CD with drummer/percussionist Leon Parker and a self-titled 2000 CD that featured Parker and an otherwise ensemble cast. Hunter also contributed greatly to the 2000 comeback CD by drummer ike Clark, Actual Proof. The drummer for keyboardist and jazz fusion giant Herbie Hancock's Headhunters, Clark put Hunter to work as the world's only simultaneous guitarist/bassist, an eight-string feat that makes him music's eighth wonder.

	Sammy  PRICE
	Blues & Boogie
	1955
	50:55
	label: Vogue 1992.

sextet; Sammy  PRICE [p].

  For whole generation of our people, Sammy Price is the epitome of jazz music: the kind of jazz they first had the opportunity to listen to in concert. Sammy had set up a sextet, with a  dixieland instrumentation, whose members were not strictly dixieland specialists. The orchestra simply swung a kind of jazz called ‘classical’, an idiom that was being played since the early thirties and had stopped evolving before the advent of bebop.

  Samuel Blythe ‘Sammy’ Price, a texan deeply rooted in the music of his native South, was one of the most eminent blues and boogie pianists. He is an undisputable reference for those who want to learn the truth. Emmett Berry had been with Fletcher Henderson (1936-39), Count Basie (1945-50), and Johnny Hodges. Bass player Pops Foster was one of the pioneers on the instrument and had been with Luis Russell and Louis Armstrong (1929-40). It was said that his playing while he was with Russell had encouraged most bandleaders to substitute the tuba for the bass. Fred (or Freddie) Moore had toured France with Mezz Mezzrow. He was an amazing washboard player and played the drums on New Orleans style with dynamism and swing. On clarinet was Herbie Hall, whose older brother Edmund had just joined the Louis Armstrong All Stars, who played in the Louisiana style. Trombone player George Stevenson had been with the best orchestras from New York City: Fletcher Henderson, Claude Hopkins, Lucky Millinder, Cootie Williams and Roy Eldridge. He was a blues specialist and had probably been hired by Price for his blues talents.

  These sides were cut on Price’s arrival, in December 1955, and will undoubtedly stir up nostalgic memories.

	Louis  PRIMA
	Just A Gigolo
	
	45:55
	remaster 1994

	Louis  PRIMA
	Greatest Hits
	
	48:19
	Не пересекается c “J. A J.” на 20:18

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

	PRIMA  MATERIA
	Meditations
	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.

	PRIMA  MATERIA
	Bells (Albert Ayler's Bells)
	1996
	65:28
	label: Knitting Factory Works (NY)

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

"Never try to figure out what happens because you would never get the true message. "         — Albert Ayler (см.)

“Prima Materia’s arrangement of this suite takes on new dimensions as Ayler themes float through the group’s collective improvisations.”

At a time when most musicians in the post-Charlie Parker continuum were content with "making the changes", Albert Ayler, along with John Coltrane, Ornette Coleman and Cecil Taylor, was making change. Possessed of a vast tenor saxophone tone, a visionary's conception of music and a vibrant approach to improvising, Ayler created a mystical musical twilight language that brought together the known and the unknown. By juxtaposing simple folk lyric melodies, marches, sentimental ballads, ensemble playing, the language of swing and outbursts of free improvisation he realized an alchemy of musical moments that proclaimed sound to be all there is. BELLS is the most extended, astounding and radical of Ayler's compositions. Mixing his written material, refrains and motifs with a cheerful rejection of musical reference points he locates his audience within a kaleidoscopic aural landscape. And it is here that the listener can hear the simple resounding quality of life itself, so often symbolized by bells, and discover the vibrancy of all existence.

— Louie Belogenis

Always the Ringing

Bells. Ayler Me. A ripening teen hanging out in pre-hippie, "folk"-infested Greenwich Village. Approached one day by a friend walking down MacDougal to 8th along the park, who excitedly said "Hey Steve there's a new record out by a cat named Albert Ayler. He's the Cecil Taylor of the saxophone. I think you'll love it. Its called BELLS!" -- I hit 8th St. walked right into Dayton's (now defunct). Asked. Purchased. Carried. Partied. Went home. Unwrapped. Played. Clear Plastic. One sided. Silk screened. Beyond Hip. Surpassing Cool. ESP. I was taken. The intensity of the improvisation. The length. The strength. The quirky, folksy, familiar, march-like, almost humorous heads. La Marseillaise. Next to Cecil, Trane & Dolphy. Ayler became the MAN.

Bells. Ali. Belogenis. Chase. Gallant. Murphy. Some 30 years later. The sunflowers on my table. Near millenium's end. Taking what is quite possibly Ayler's masterpiece and most extended piece and extending it further. (From its original 20-odd minute format to one hour plus.) Bells. Its glory rings thru our being. Its purveying energies and silences. Its spiritual & physi​cal strengths undiminished. Held together by these 5 musicians. Prima Materia (the Primary Source).

Corrupt. Caress. Create. Alter. Rebuild & ...Rally to the original without ever dis​turbing it. Solo & Ensemble playing with all the senses Earthly & Ethereal that are unique to this group. This Music. This Faceless Clock That Marks The Hours.

BELLS. Prima Materia style. A symphony in 9 movements. The dreams that can contin​ue on into reality. The reality that can shake the roots & have monumental results. 

BELLS. The Sorrows & Joys. Bells. The Tongues form a perfect resonating VOICE ...BELLS!

—Steven Dalachinsky, NYC 1996

	Don  PULLEN
	Montreux Concert
	1978
	40:02
	Don  PULLEN – см. тж. с: Hamiet  BLUIETT; Jack  WALRATH;

label: KOCH Jazz, edition 1999 (originally released in 1978 as Atlantic LP 8802)

1. Richard’s Tune (Muhal Richard Abrams)

Don Pullen [p]; Jeff Berlin [el b]; Steve Jordan [d].

2. Dialogue Between Malcolm and Betty (Don Pullen)

Don Pullen [p]; Jeff Berlin [el b]; Steve Jordan [d]; Raphael Cruz & Sammy Figueroa [perc].
На этом  CD Пуллен играет как бы отражение состояний своей души (весёлой, живой, пытливой). Эти рефлексии так же очаровательны и искренни, как песни чукчи-каюра. Но, в отличие от последнего, Пуллена можно слушать и наслаждаться бесконечно: беззаботная, как щебетанье птиц, импровизация постоянно насыщена блеском драгоценностей игры яркого и глубокого джазового импровизатора.

	Don  PULLEN
	The Magic Triangle
	1979
	40:28
	label: Black Saint

Joseph Jarman (см.) [fl, alto fl, piccolo&t&s saxes, cl]; Don Pullen [p, v]; Famodou Don Moye [d, congas].

Take one-quarter of a magic quadrangle (The Don Pullen / George Adams Quartet), combine with two-thirds of a magic pentangle (The Art Ensemble Of Chicago) and what you have is a smoking, swinging Magic Triangle. Now, we're not talking about the kind of magic where you reach into your chapeau and pull out a bunny. Oh no. Yet we are talking about black magic. And there are no bubbling cauldrons (though the pots are on), and no wicked brews (though there's one wicked blues), and no double whammies (though there is a lot of doubling). This is the kind of magic where, out of thin air, three men create an explosive thunderstorm of sound and energy.

The biographies of these gentlemen are well known to all and sundry. Don Pullen was born in Virginia to a musical family and paid his dues with Giuseppi Logan, Nina Simone, Art Blakey, Charles Mingus and The Mingus Dynasty. He is one of those pianists who makes you gasp.

Joseph Jarman (the eldest of the three) was born in Arkansas (though he opened his eyes and ears in Chicago) and, after studying with the legendary Captain Walter Dyett at Du Sable High and joining the AACM, became a member of the Art Ensemble.

Don Moye hails from Rochester, New York, and his early dues were paid in Detroit before he moved to Europe and work with Steve Lacy, Dave Burrell, Pharoah Sanders and others; he became a member of the Art Ensemble during that band's residency in Paris.

But there is much more to these three gentlemen than meets the eye. Because Pullen, Jarman and Moye are players who are fluent in a number of styles — don't just stick 'em in the avant-garde column, because they'll smoke you on the blues, tear you up on hard bop, and toss you over the side on swing. But that's not all. All three men realize that music is to be enjoyed. They're confident enough to throw humor into their music — to make you want to smile or laugh or jump around like a fool. For some reason jazz is perceived by some as being self-serious, pretentious music. They sit at concerts like they were watching a Passion Play— heavy-lidded, dour and grumpy. And even if they do hear something that tickles their funny bones, they refuse to crack a smile. "This is serious music," they think, "and to smile would be an insult."

Yes, the music's serious, but at times it makes me grin like my toes were being tickled. This is serious, good-time music, and if that doesn't make sense, just listen in.

Lonely Child  begins with sweet, early morning singing before the piano crashes the mood, but only for a minute. The flute, congas and piano strings give a lovely folk music effect. This is Afro-American music with the accent on the former. The fluting stops and gives way to Pullen's crabwalks over the piano keys; something about Pullen's playing always suggests, to me, gospel and the blues. Before the piece ends we are treated to raw intensity before returning to the plaintive opening mode.

J.F.M. 3 Way Blues begins with Famoudou Don Moye's rat-a-tat — hell, folks, it's half-time at the Super Bowl. Soon Jarman comes in on piccolo, and all we need is a bandaged head and an American flag. But if that all sounds like American music, just wait — the piano tinkles and soon we're getting down, with some rocking boogie-woogie and toothless blues vocals. Jarman blows in his best walk-the-bar fashion, Moye comes in heavy on the two-beat, Pullen pounds it out eight-to-the-bar, and all the walls come tumbling down. The ending here is worthy of B.B. King before the rat-a-tat returns and the trio goes marching into the sunset.

Hippy Dippy  is a Monkish piece that includes some gritty Jarman, some relaxed Pullen, some typically sensitive Moye and a three-way collision of sounds that threatens to melt your stereo. Look out!!!

What Was Ain't  is a pretty, lilting piece that sings and sobs. Pullen's playing here is a kaleidoscope of jazz piano history — he's an intense player, yet despite his agility and speed, each note rings crystal clear. Jarman is spatial and elegant and Moye's undercurrents are, as always, right there, fueling the flow of things.

This old black magic will have you in its spell. It's hard not to be riveted by anything these men do. This isn't just Great Black Music, as the Art Ensemble likes to call it, this is Great Music. Period.    LEE JESKE 

	Don  PULLEN
	Don’t Lose Control
	1979 
	39:13
	jazz-rock;  №4: free-jazz-rock

label: Soul Note     

George Adams [t s, fl, voc], Don Pullen [p], Cameron Brown [b], Dannie Richmond [d].

G.Adams—см. тж.: ORANGE  THEN  BLUE;  PHALANX

D.P. and G.A. — two players with an awful lot in common. Both have no-nonsense approaches to their instruments, both can play comfortably in almost any jazz setting — be it gutsy, greasy blues, smouldering hard-bop or extended stratospheric solos in a free vein — and both have put in time with Charles Mingus. When Adams and Pullen get together, or, for that matter, whenever either of them perform anywhere alone, excitement is going to be in the air. The fact that this excitement can be harnessed in a recording studio is only to our good fortune. “I got me a PhD working with Mingus”, says George. “Psychology of music and everthing. I can remember him saying, ‘Set goals higher. If you’re going to set a goal, set it in the distance where you’re going to have to reach for it‘. He said if the sing was too easy and you could do it right away, you could accomplish it right away, it didn’t mean that much. He said, ‘Give yourself enough space where you can grow and reach for your goal‘. You know, one of the last things Mingus said to me when he was alive, was, ‘Well, don’t be like all the rest of the whores‘. Those words stuck in my mind. I didn’t ask him for no translations, but I knew what he was talking about”. Listen to “Don’t Lose Control” — you’ll know what he was talking about, too.        /Lee Jeske/

	Don  PULLEN
	Don PULLEN / George  ADAMS Quartet:  
"Breakthrough"
	1986
	53:15
	label: Blue Note

Don Pullen [p]; George Adams [t s]; Cameron Brown [b]; Dannie Richmond [d].

Don Pullen appeared, mid-sixties, almost in full stride. He was part of the social and aestetic eruption that lit up world skies during “the 60’s.” There is a searching bluesiness in Don which roots even his stunning pianistic runs and chromatics in the real, the concretely blue. For me, the pianistic pyrotechniques of Art Tatum and the crack-the-sound-barrier runs of Bud Powell are Pullen’s obvious double-jointed Godfathers. Don says it was Ornette Coleman and Eric Dolphy, two new music classicist who were most influential on his playing. These are iconoclasts, one an innovator, the other a master of the new learning. Pullen, and the Adams – Pullen group play, as drummer Dannie Richmond has said, “something for everybody”, but at the same time it’s obvious that are more useful to commerce than deep communication, not are they of that boring school that thinks stylistic innovation must carry obscurity and abstraction as ends in themselves. Important innovation has to do with “making sense at higher and higher speeds”, so to speak. But it is more information, broader, more sensuous registration, expression on a different or further emotion/ “idea”. At times the band seems to play a music, especially Pullen, that is closer to some aspects of the concert hall than the barrel house. But jazz is America’s classical music, a profound artistic genre of Afrikan – American invention. And as such it has yoked together, blended, absorbed every obvious musical trend since the Great Atlantic tour which brung us here. So the Pullen – Adams group demonstrates how at one point in American space, East and West have already met, to great aestetic advantage. Those players are “avant garde” stars at the same time they are journeymen blues-soaked jazz players. For all of their “outness”, they have all come from musical backgrounds and counting bread and butter supplying gigs that are decidedly “in”. For instance Don was schooled in European concert classics, but also has been schooled in the famous or infamous bar organ trio or quartet form which passes too frequently as an all purpose musical panacea in Black urban communities.

George Adams, tenor, flute, vocals, met Don in an Atlanta club the Royal Peacock. Pullen was gigging with Syl Austin in the 60s and Adams had come up from Covington, Ga. to play with folks like Clyde McPhatter, Jimmy Reed, Little Walter. It was at Don's urging that Charlie Mingus hired Adams in 1973, after hiring Don the year before.

George, Don and master drummer, Dannie Richmond all hooked up eventually in the Mingus band. Richmond, of course, was Mingus' alter ego. "Mingus wouldn't even play, unless I was there." But all have musical backgrounds rooted in blues and rhythm-and-blues, "on the one" as the young black rock players call it. Yet Richmond, Adams and Pullen also have exten​sive and very rich jazz experience as serious credentials in the ever developing "new."

When Mingus died in 1979, a Dutch pro​moter wanted to hook up the three as the nucleus of what he wanted to call "The Mingus Dynasty," and continue to bill them simply as carriers of Mingus' thing. They refused, though they did see the practicality of staying together, since the people seemed to dig it, as much as they did. But as Adams confirms, "We'd been doing our own thing, even before Mingus, and we might have even injected some things into his music.

Adams has played with Gil Evans'groups for 10 years. Dannie Richmond played with Mingus "on and off about 20 years." The Don Pullen - George Adams quartet has recorded eight albums previously, but ironically enough this is the 1st one in the U.S. Adams says, "It's why we call it Breakthrough, because we're finally getting an American recording."

Why this top notch band with such heavy names should have had to wait so long to be recorded in the U.S is anybody's guess, though obsession with quality has never been a fault of the American record companies. Be thankful there has been this Breakthrough.

The group sounds "fresh", accessible, and outward bound, all at the same time, Adams, whose searching tenor sound animates all these tunes with a moving heat, explains the groups tightness: "We have a common respect for music, a common pursuit, similar values... I think what we got from Mingus was understanding his ways of communicating to the public and to the musicians, the mood swings. But love for the music was uppermost..."

With bassist Cameron Brown, in pulse with and at the same time in contrast with Richmond, unobtrusively carrying the whole group forward, at any tempo, with any stylistic face, almost effortlessly, these musicians com​plement each other and show each other off.

The Pullen-Adams' band is a working band that's been together seven years. The composi​tions are Pullen's and Adams. Though Richmond is correct when he says, as drummer, he "leads the band." But their longevity means they've had time to digest the compositions and play them enough to get them tight and musical and swing​ing. Too often, especially in the new music, record sessions are thrown together, the players hoping their "outness" will carry the date. Unfortunately, what we often hear is just their lack of real or​ganization. Not so this date.

Dannie Richmond sums it up when asked about contrast and continuity of this present group and the Mingus bands. "Mingus set it up in the beginning—free music—Mingus was doing that in the 50s, expression that didn't have to stay in the bounds of what everybody else was doing. We've incorporated that into what we're doing.

"Lyrics, singing, hard passages... But the chemistry of this group is superb... Bands don't usually stay together this long without a change of personnel."

This music comes from all the places these players have been, and some of the ones they're going. Don Pullen sounded like this when I first heard him, long before he went with Mingus, only now he has stretched out even further. He is one of the major soloists in the music. The Pullen-Adams group one of the most inventive and important groups on the scene.

On the album, Don and George have cooked up a seriously smoking, constantly in​triguing, yet disarmingly accessible brew.

You have to cop to actually cop, but just for the notes side mention that Smoothie (the cool one despite the chaos, to paraphrase the composer) has a presence, musically, bright and straightahead, jazzically bluesy (no wonder!). It summons the classic continuum of the music, when most everyone who played whats called jazz knew it had to do with blues. There's even a hint of backbeat and a smidgen of caribbee, as it would have to be. The big Adams sound brings Don hoppin' in it and on it, call this a flurrying funk.

Just Foolin Around, Pullens piece is all but that, no foolin. Like the Necessary Blues, or Thank You, there is a decidedly Monastic (as in Monkish) touch to this. Foolin Around high​lights Dannie Richmond on machine guns, toms and bass drum. You understand Mingus' feelings for Dannie exactly.

Song From The Old Country begins like an insinuating ballad. What is insinuated is the funk to come. It is free, easy, old and new country, held with critical, mutually enfunkifying balance.

Don's We've Been Here... is a blue anthem, the constant life pulse given with a descending happy line. It speaks to Don & Co.'s condition, what with this breakthrough, that these skilled, committed musicians have been here all the time, until the latest commercial fad went to fade.

Adams Sobriety, is quiet, soothing, yet mightily fortifying ballad. It is, like everything else on the album, very deeply satisfying. As Pullen commented, when asked what he was doing musically "A variety of things". The direc​tion depends on the composition sometimes blues feeling but no changes... definite blues rhythm but no changes. Sometimes freedom on the head, might put a little reggae in... so many things at our disposal. The whole music, and very tastily packaged. And about the break​through, it's about time.

---- Amiri Baraka

	Pip PYLE
	Equipe Out
	2000
	42:13
	free-jazz-rock

Pip Pyle (см. тж. с: GONG) [d]; Elton Dean (см. тж: E. DEAN; SOFT MACHINE; NATIONAL HEALTH) [a sax]; Didier Malpherbe (см. тж. с: GONG) [t s, fl]; Sophia Domancich [p, k]; Hugh Hopper (см. тж c: E. DEAN) [el bass].

Pip Pyle, Elton Dean, Hugh Hopper – см. тж. SOFT HEAP (в ‘Rock’)

Психоделический jazz-rock постепенно перерастает во free-jazz.

	QUEST
	Of One Mind
	1990 
	41:15
	free-jazz

label: CMP

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

Серьёзный, “умный” free-jazz, который исполняют вполне жизнерадостные музыканты высокого класса. См. тж. сольные проекты Liebman’а и Beirach’а

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

— Quest.


