	Jamaaladeen  TACUMA
	Show Stopper
	1983
	45:01
	J. TACUMA - см. тж. с: Ornette  COLEMAN; MUSIC REVELATION ENSEMBLE; RED SUN; PINK INC.; James CARTER;

funk-fusion
label: Gramavision

J. Tacuma  [4&5-stringed Steinberger el b]; Rick Iannakone [el g]; Anthony McClary [d]; James R. Watkins [a s, metal clarinet]; Ron Howerton [perc]; Anthony Davis [ac p]; Ann Sullivan [harp]; + James ‘Blood’ Ulmer (см.) [g]; Julius Hemphill [a s]; Olu Dara [cornet]; Cornell Rochester [d, perc]; Dennis Alston [gong]; Ebony String Quartet; Wilhelmenia Wiggens Fernandez [v].

	Jamaaladeen  TACUMA
	Dreamscape
	1996 
	58:34
	label: DIW

J.Tacuma [Steinberger el b, perc]; Rick Iannacone [el g, banjo]; Jef Lee Johnson [el g]; Ben Schacter [s&t s]; Daryl ‘Kwesi’ Burge [d]; Jahphar Barron [tp].

 ...The dreamscape never ends, even after waking, it lies quiet in the 7th sence, to claim the souls that are dark, and free those pure in heart...

  Мощный funk-free-jazz-fusion проект.

	Jamaaladeen  TACUMA
	Mirakle
	2000
	70:48
	free-funk 

label: Tzadik (New York)

Derek Bailey (см.) [g]; Jamaaladeen Tacuma [b]; Calwin Weston [d].

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

1. Moment

2. What It Is

3. This Time

4. Nebeula

5. Present

6. s’Now

	Jamaaladeen  TACUMA
	Jamaaladeen TACUMA & Burhan OCAL:

"Groove Alla Turca"
	
	66:18
	jazz-funk / arabian folk 

label: Double Moon

Jamaaladeen Tacuma [b]; Jack Walrath (см.) [tp]; Rick Iannacone [g]; Ben Schachter [sax]; Daryl Burgee [d]; Burhan Ocal  [perc]; Huseyin Bitmez [oud]; Ekrem Basi [darbuka]; Ferdi Nadaz [cl]; Sahin Sert [kanun]; Arif Erdebil [ney]; Salih Nazim Peker [saz]; Fetih Tekyaygil, Songol Akturk [v].

Burhan OCAL -- см. тж.: Werner  LUDI / Burhan OCAL; тж. см. в 'Asia 1'.

1. Nihavend Longa

2. Habibi

3. Groove Alla Turca

4. Elhamdulillah

5. El Nino

6. Two by Two

7. Kismet

8. I Can Feel It

9. Katibim

10. Saz Caz

11. Gene Gel

12. Later for Now

	TAJ  MAHAL – см. в секции ‘Blues’
	
	
	
	

	Aki  TAKASE 
	Blue Monk
	1993 
	59:37
	Aki  TAKASE - см. тж. с: Maria  JOÅO

label: enja

Aki  TAKASE [p],  David MURRAY (см.) [t s, b cl]. 
Plays compositions by: Thelonious Monk (#1,2,6,7), Charles Mingus (#8), Johnny Green (#4), Aki Takase (#3,5,9), David Murray (#5,10).

	Aki  TAKASE
	St. Louis Blues
	2001
	51:43
	label: Enja Records (Munich)

rec. 2001

Aki  TAKASE [p]; Fred FRITH (см. в 'Alternative') [g]; Rudi MAHALL [b cl]; Nils WOGRAM [trb]; Paul LOVENS [d].

	Aki  TAKASE
	The Dessert
	2003
	63:27
	label: Leo

rec. 2002

Aki  TAKASE & Rudi MAHALL

While remaining steeped in the musical traditions of her native Japan, pianist and composer Aki Takase emerged as one of the most versatile figures in contemporary jazz, her work running the gamut from conventional structures and harmonies to complete abstraction. Born in Osaka on January 26, 1948, and raised in Tokyo, she received her first piano lessons at the age of three, going on to study at Tohogakuen Music University. Influenced by the work of Ornette Coleman, John Coltrane, and Charles Mingus, Takase soon turned to improvisation, and in 1971 was regularly performing professionally; by the age of 25, she was already leading her own groups. In 1978, she first traveled to the U.S., and later recorded with Dave Liebman; in 1981, she also journeyed to Europe, where she and her trio played the Berlin Jazz Festival. By 1982, Takase was regularly in the studio, leading such dates as A.B.C. and Perdido. In New York, she recorded with artists including Sheila Jordan, Cecil McBee, and Bob Moses, and also delivered a much-acclaimed performance at the East-West Festival in Nuremburg. From 1988 to 1994, Takase regularly played in a duo with Maria Joao and maintained her busy festival schedule; during the mid-'90s, she also toured with Coltrane alumni Rashied Ali and Reggie Workman, founded a septet comprised of other Japanese musicians, composed for a string quartet, and continued to work as a solo performer (at times playing the koto, a traditional Chinese 17-string zither).

This is a beautiful encounter that explores the jazzier side of pianist Aki Takase and bass clarinetist Rudi Mahall. Takase's previous session for Leo Records, the Dempa trio's Nine Fragments, was more arid and intense. The Dessert strikes with its lightness and playfulness. Thoroughly written down, this set is built on the close marriage of Takase's knowledge of dances -- she references tango, foxtrot, waltz, even a bit of Java in her compositions -- and graphically dancing fingers (you can "see" them move) with Mahall's leanings for prankster jazz and tongue-in-cheek lyricism. Less energetic than his contributions to the Electrics and Die Entt?uschung, his playing here unfolds in circumvolving movements, displaying an awkward grace that comically but successfully matches Takase's ballet. His own pieces tend to be more abstract, even getting close to the stiffness of contemporary chamber composition at times ("With Egg"). But "Ear In, Ear Out," where he explores the depths of his instrument, stands as a highlight. Takase's compositions are filled to the rim with whimsicality and charm. "Panna Cotta" and the pseudo tango of "Purity and Sweetness" stand out. The closing four-part "Anekdot" is the only co-written piece, and it actually involves a lot more free improvisation. Exchanges heat up for the finale without breaking the overall mood of the album. The Dessert recalls Takase's 2002 duo album with Konrad Bauer, News from Berlin (on Victo), but it is more mischievous. And that turns out to be a plus.

1. Head in, Head Out - Mahall

2. Apple Cake 
-Takase

3. With Egg 
-Mahall

4. Panna Cotta 
-Takase

5. Ear in, Ear Out 
-Mahall

6. Purity and Sweetness 
-Takase

7. Another Sausage Roll 
-Mahall

8. Creme au Caramel 
-Takase

9. Granatapfelsirup 
-Takase

10. Voskresenie 
-Takase

11. Raskaz 
-Takase

12. Black Pudding 
-Mahall

13. Pirodjok 
-Takase

14. Anekdot, No. 1 
-Mahall., Takase

15. Anekdot, No. 2 
-Mahall., Takase

16.Anekdot, No. 3 
-Mahall., Takase

17. Anekdot, No. 4 
-Mahall., Takase

	Aki  TAKASE
	Aki Takase plays Fats Waller
	2004
	49:58
	label: Enja Records (Munich) www.jazzrecords.com/enja 

rec. 2003

Aki Takase [p]; Eugene Chadbourne (см. в 'Alternative') [v, banjo, g]; Nils Wogram [trb]; Rudi Mahall [b cl]; Thomas Heberer [tp]; Paul Lovens [d].

A kinship of souls as a symphony: Aki Takase playing Fats Waller. She is concordant with his understanding of handicraft, his humour, his positively tuned irony. She of course doesn't copy his originals, although she demonstrates that too for some passages. She acts coming out of his spirit into which she doesn't have to grow into first feuilletonistically or compulsively conceptional, be​cause it is also her own-even if seventy years later.
She transports Fats Waller into a time in which everything is possible or at least everything that is flourishing in Aki's immense garden. And that are the thematic puzzlegames, the dissolution and new-founding of connections, the turbulences intelligently derived from the stylistic Liberties of the thirties-even during the col​lectives.
And these are organized for a group which is simply put together in a genial way: Nils Wogram, the most versatile and technically most brilliant European trombone player since Albert Mangelsdorff, "qualified" especially for Aki's company by his membership in the group Underkarl, where satirical fun always was written with capital letters; Rudi Mahall, the sole true heir of the inventor of the bassclarinet in Jazz, Eric Dolphy, Aki's partner for many years, and most grotesque announcer of the German Jazz-Scene; Thomas Heberer, "musicologist" of the Harald Schmidt-Show, on the road be​tween electronic experiments and daring memories of Louis Armstrong; Paul Lovens who played with all pigheaded people of Free Music and therefore cannot be frightened by nothing but is enthusiastable by much; and finally Eugene Chadbourne, the "Shockabilly" from America, who with his selfmade instruments and his (rather English) far-out humour played with all avantgardists if they had a sence of whimsical anarchy. With this troupe anything succeeds: rapture of virtuosi, outbreaks into "Classical" Free Jazz, rouguish exaggeration of the "bar-pianistic" side in Fats Waller's soul, slaptick-excesses. Here too, Aki doesn't play only Fats Waller or pieces associated to him: the "Intermezzi" and affectionate persiflages of Viennese Schrammelsentiment ("Tintenfisch in Wien") and German Schlager-Himmelblau ("Kauf Dir einen bunten Luftballon"). The spirit of Fats Waller seems to linger on even there. 

	TAKE 6
	Greatest Hits
	1998
	48:43
	jazz vocal group

	TAMBASTICS
	Tambastics
	1992
	67:52
	avant-garde jazz

label: Music & Arts (USA)

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

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

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

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

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

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

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

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

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

1992 Graham Lock

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

	The TANGO  KINGS
	
	1995
	59:56
	label: Big World Music (New York)

Compositions by Astor Piazzolla, Django Reihardt, Egberto Gismonti, Pat Metheny, Iiro Rantala.

Produced by Gil Goldstein and Neil Weiss.

Iiro Rantala [p]; Gil Goldstein [accordion]; Mark Feldman (см. тж. с John Zorn в 'Alternative' section) [vln]; Toninho Horta [g, v (#12)]; Adam Rogers [g]; Mike Richmond [b]; + Charley Drayton [snare]; Romero Lubambo [g]; Bireli Lagrene [g]; Jodok (an African grey parrot) [v (#4)].

Iiro's musical background combines classical, jazz and tango influences. Raised in Finland, he was exposed to the strong tango culture in that country; different, yet strong​ly inspired by Argentinian tango. The rest of us have brought our individual experiences together to contribute to the overall sound and feeling of The Tango Kings. We all share a mutual love for tango, and in particular, for the great master of the bandoneon and com​poser, Astor Piazzolla.

One particular guest on this recording requires special mention. He is an African grey parrot, named Jodok, and is the prize possession of two friends, Garance and Wadoo Werthmuller. I was amazed when I first observed his reactions to my music. When particular pieces are played in his presence, he responds by improvising melodies and rhythms of his own invention. He doesn't merely imitate, but literally responds to phrases and rhythms he hears with subtly modulated pitches and carefully placed rhythms. In the tradition of antiphonal call and response music, he has a remarkable musical instinct an sensitivity to continue and finish a melodic phrase, and the ability to know when to respond and when to leave space. Aware of his unique talent, I decided to try to add him to our version of Egberto Gismonti's composition, 'Loro' (#4), which is Portugese for parrot. Bob Ward, an engineer who had the sensitivity and technical know-how to accomplish this, agreed to bring his recording equipment to Jodok's home. Jodok's performance included whistling, percus​sive clicking sounds, speaking, and other sounds that are indescribable. Nothing in his performance was sampled, placed rhythmically in a different place, or tuned differently from the way that Jodok actually performed it.

My particular thanks goes to Neil Weiss for contributing every ounce of his energy to record this project, for encouraging the highest level from everyone involved and for always keeping his eye on the music.

-- Gil Goldstein

	Vladimir  TARASOV
	Atto III “Drum Theatre”
	1988
	
	  LP

	Yoshida TATSUYA - см. в 'Alternative'
	
	
	
	

	James  TAYLOR
	Absolute
	1991
	45:07
	jazz-rock / funk

James Taylor [hammond C3, clavinet, fender rhodes and pro one synth]; David Taylor [g]; John Willmott [s, fl]; Gary Crockett [b]; Andrew McGuinness [d]; Snowboy [perc]; Joe De Jesus [trb, brass arrangements]; Steve Waterman [tp]; + Rose Windross [v (#6)]; Noel McCoy [v (#8)].  

Live recording (лучший диск Taylor’а).

1. Wide Angle

2. Absolution

3. Starting Too Slow

4. Theme from 'The Adventures of Mr. Blues'

5. 2001 Theme (Also Sprach Zarathustra)

6. Shelter

7. Capo Di Monte

8. Somebody

9. The Riff Song

	Cecil  TAYLOR
	Jazz Advance
	1956 
	53:25
	C.T. -- победитель “DownBeat critics poll winners” в категории: Piano (1991)

label: Blue Note

Cecil Taylor [p], Steve Lacy (см.) [s s] on 2 tracks, Buell Neidlinger [b], Dennis Charles [d].

Bemsha Swing (Monk / Best)
Charge ‘Em Blues (Cecil Taylor)
Azure (Duke Ellington)
Song (Cecil Taylor)
You’d Be So Nice To Come Home To (Cole Porter)
Rick Kick Shaw (Cecil Taylor)
Sweet And Lovely (Arnheim / Tobias / Lamare)
In a 1975 interview with the Canadian jazz magazine, CODA, Cecil Taylor was telling of an evening, twenty years before, when he first  saw Carmen Amaya dance:

"It was as though everything stopped for me. I mean everything stopped. That, to me, is the highest kind of compliment that can be paid to another artist—[that he is able] to make somebody else lose all sense of time, all sense of his own existence outside [of the performance.]"

That, of course, is what Cecil Taylor does to people. He does it to more and more of them because finally—after a long march through hostility and indifference and incomprehension—Cecil, without having traded an inch of musical principle, has been ineluctably recognized as a member of the music pantheon that goes back to Louis Armstrong and includes, among others, Duke, Bird and Coltrane. My own view is that Cecil has become the most consistently original and spirit-probing of all American musicians.

At first, however, the man's power was felt by many to be chaos. I have never known a musician who could so disturb other people, including other musicians. And for a while I couldn't understand why they reacted so angrily to Cecil. My own musical training is fragmented, to say the least, but I've never had any trouble following the patterns of Cecil's playing. Yet thoroughly trained musicians would snap at me, "There's no sense to it. Nothing fits."

One afternoon I was thinking about all this inexplicable exasperation being directed at Cecil Taylor. It was just before he took the stand in 1958 at the Great South Bay [New York] Jazz Festival. I had heard him play before, but this set tran​scended what had come before. (He does that every year or two—breaking through yet another door of musical-emotional perception.)

Anyway, I was stunned at the music that day at Great South Bay. As Cecil had felt watching Carmen Amaya, so too had I lost all sense of time, all sense of myself except as that self was focused on the music, transfixed by the music. Later, it oc​curred to me—and often has since—that the main reason Cecil has so antagonized certain listeners, including musicians, is that he requires so much of those who hear him. I don't mean intellectually, although on one level that's a demonically fasci​nating way to listen to him. I mean emotionally.

Don't we all listen to music emotionally? But how much music makes us clear away all kinds of habitual, internal, pre-set defenses if we are able to fully connect with that music? Listening to Cecil is a catharsis—an onrush of emotional hail​storms, sunshowers, great winds, cunning breezes, forest fires, avalanches. Forgive, if you will, the analogies from nature, but I wanted to emphasize the deep, exploding sense of natural forces at work. Natural forces, of course, crafted and redesigned by art; but nonetheless this is music based on elemental energy. Various kinds of energy, for that matter. As Cecil says, "Fart of what this music is about is not to be delineated exactly. It's about magic, and capturing spirits."

I am not going to try to annotate each track, remembering the lectures John Coltrane used to give me about that not being the way to write notes. The music, he would say, speaks for itself, and ought to be allowed to do that without verbal hindrance. I do want, however, to suggest that you listen to how brilliantly, subtly, and originally Cecil transmutes those tunes whose names you know but which you've never heard in these kinds of revelatory designs. Also, on both standards and originals, there is Cecil's formidable energy—an energy of ideas, of multiply intersecting rhythm waves, textures, timbres, emotions. And there is the constant sense of dynamic building. Everything—structure, feelings, rhythms—moving up and through space is bristlingly interconnected patterns until the closing climax which is felt, however, not as a definitive ending but rather as a pause in the history of Cecil Taylor's music. As Duke Ellington said, no music ever ends.

These sides were recorded in Boston in September, 1956, for a label called Transition. Steve Lacy, the soprano saxophonist, originally came from a traditional jazz background but at this point had made the crossing into the modern scene. Since then, Lacy has become even more venturesome, working in the process in somewhat more hospitable places abroad than he had been able to find at home.

Dennis Charles was a self-taught drummer with unusual musical charm and wit. Born in Saint Croix, Virgin Islands, he came to America at the age of twelve. The key influence on his work was Art Blakey, but Dennis was decidedly original. "I try to play like a horn with my left hand," he once told me, "while the right keeps time."

Bassist Buell Neidlinger has impressive credits as both a classical and jazz musi​cian. In the mid-1950's, and since, however, Buell has credited Cecil with being a primary force on all his work since they first met. In his 1 966 book, Four Lives in the Bebop Business, A.B. Speliman wrote of Buell: "Neidlinger considered his entrance into Cecil Taylor's group the beginning of his serious musical education... he has experienced nothing in his tenure with Houston Symphony Orchestra conductor Sir John Barbirolli, or with Lukas Foss at the University of Buf​falo, that is at all comparable to what Cecil showed him about the possibilities of music."

In 1975, Neidlinger said of Cecil in a Down Beat interview: "That man is ca​pable of playing ten different notes with ten different fingers, ten different dynamics, ten different attacks, and at ten different tempi. He is phenomenal. There is not a musician I've ever met, including Igor Stravinsky and Pierre Boulez, who comes anywhere near having the abilities that Cecil Taylor has. He has now fully devel​oped his material. He has never copied anyone. He is a product of his own genius."

I cite this statement by Buell because he himself is so phenomenally knowledge​able musically. More than sufficiently secure in his own abilities, Buell has never been in the least trendy or idolatrous. Of all the musicians I know, moreover, Buell has the most thorough grounding in both classical music and jazz, and so his assessment of Cecil has instructive weight.

It is this breadth and depth of human energy that most strongly characterizes Cecil as musician and Cecil when he's not playing. I knew him before I knew his work. It was in Boston around 1951. I was working in a radio station, where I had a jazz show, and Cecil was attending the New England Conservatory of Music. There was a reasonably hip record store near the Conservatory where I used to hang out, and Cecil began to come around. His conversation was unfailingly arresting. He knew about all kinds of music as well as a lot about dance and poetry. His was a far-flung but intensely focused curiosity, and as he talked, he somehow trans​fused some of that probing energy into me. Because of him, I started to listen differently and to hear more. Then I heard Cecil's music, and it was not quite like anything I had ever heard before. The tough, sinewy intelligence was there but also an unending volcano of feeling that I then realized was always just barely com​pressed in Cecil when he was not at the piano.

 We are in the presence here, and in all his work, of that rarest of phenomena—a genuine creator. And once you absorb his music, you will never quite hear the same way again. The man actually can change your musical life.

---------Nat Hentoff

	Cecil  TAYLOR
	Looking Ahead!
	1959
	42:16
	label: Contemporary / Fantasy remaster 1990  http://www.fantasyjazz.com 

Cecil Taylor [p]; Earl Griffith [vibraharp]; Buell Neidlinger [b]; Dennis Chambers [d].

CECIL TAYLOR HAS SO FAR MADE FEW recordings and his appearances at clubs and concerts have also been exceedingly intermittent. When he does play, however, the reactions are seldom neutral. Positively or negatively, critics and audiences react to Cecil with nearly as much explosive energy as he catapults into his music.

One English critic, Benny Green, questioned whether his work was music at all, let alone jazz. In the American Record Guide, however, Martin Williams wrote of Taylor: "His way may very well be the way of the future; it will surely be part of it."

When Cecil played at the Great South Bay Jazz festival in the summer of 1958, part of the audience, as Whitney Balliett reported, "fidgeted, whispered, and wandered nervously in and out of the tent, as if the ground beneath had suddenly become unbearably hot." But a nucleus of intensely attentive listeners remained as if bewitched, and several ran —I mean, ran — to the stand after his performance to find out whether any of his records were available.

The same violent dichotomy exists among some musicians. At one jam session a few years ago, the drummer — now an expatriate, and his name is not Kenny Clarke—stood up and abruptly left the stand when Cecil began to play. His voluntary replacement, by the way, was Elvin Jones, one of the first times Elvin was heard in New York. There are other musicians — not many, but they're increasing —who look on playing with Cecil as an exceptionally exhilarating challenge. Buell Neidlinger emphasizes: "You have to open yourself when you play with him. He makes you play you, as forceful and individual as he himself is."

Cecil, meanwhile, is less intrigued by being a focus of controversy than he is frustrated at the lack of opportunity to play regularly. Since what he is doing — and trying to do — is quite clear to him, he does not understand the small cloud that seems to appear when his name comes up in conversations with club owners. He's supposed to be "difficult" to absorb, and yet, if a listener is able to open himself to emotion first and worry about how it was done afterwards, Cecil is no more "difficult" than Theodore Roethke in poetry or the plays of Samuel Beckett. But many people cling to the familiar like a child to his security blanket. "We played a club a few years ago," Buell recalls, "and after about eight bars of Cecil's piano, the owner came running up and told him to get out of the club. He wouldn't even let us finish one song."

Cecil was born in New York City. His mother played violin and piano; his father sings; and his uncle performed on piano, drums and violin. Cecil asked for and received piano lessons when he was about six. His first writing was when he was about eight or nine. "It was a piece for two pianos. Although I was studying European music at the time, I knew this piece was different in tone and feeling, but I didn't know what the idiom was yet." Cecil also played drums, "but never worked up to a professional level."

There was always music in the house, and Ellington was practically one of the lares. Cecil resisted Ellington at first, but gradually became influenced. "In a sense" he explains, "I've never thought 'pianistically,' because I think of the piano as an orchestra. For a long time, I didn't particularly dig what they called pianists, because they weren't utilizing the piano fully. Then I began to really hear Ellington and Fats Waller." He also, around the age of twelve, became much intrigued with boogie-woogie. He hopes eventually to return to the form.

In recent years, Cecil has realized that he was influenced by other sounds at home. Blues singing, for one. "I like to hear my father sing; and he, in fact, sings shouts and things that go back farther than the blues. The way I play blues now shows where I've been listening; older musicians hear it right away." There were also the syncopations and chordal concepts of Negro church music. "I was exposed to different kinds of churches, but even when we were going to a middle class one, the one around the corner was sanctified."

After high school, Cecil studied piano, composition and harmony at the New York College of Music; and for the next four years, he attended the New England Conservatory in Boston. He did some playing outside of school, but was at first convinced he couldn't play any jazz solos although he did derive great enjoyment from accompaniment. "It was Andrew McGhee, a saxophonist now working with Lionel Hampton, who first encouraged me to believe I could improvise. I didn't understand the nature of improvisations then. It's certainly not taught in the schools. Only organists had classes in improvisation at the Conservatory." Cecil was at school because, although he knew at least some of hit future was going to be in jazz, he had to find out more about all of music. He had also been much impressed by a statement attributed to Ellington in the Forties that the jazz musicians of the future would have to have a conservatory background.

"Everything I've lived, I am," he says of how his music is created. "I am not afraid of European influences. The point is to use them — as Ellington did — as part of my life as an American Negro. Some people say I'm atonal. It depends, for one thing, on your definition of the term. In any case, I have not yet been atonal on records, including this one, but have been on occasion in live per​formances. It depends on the musicians I come up with. Basically, it's not important whether a certain chord happens to fit some student's definition of atonality. A man like Monk, for example, is concerned with growing and enriching his musical conception, and what he does comes as a living idea out of his life's experience, not from a theory. It may or may not turn out to be atonal. Similarly, as Miles Davis' European technical facility becomes sparser, his com​ment from the Negro folk tradition becomes more incisive. He's been an important innovator in form in jazz, but again, not out of theory, but out of what he hears and lives."

When Cecil came back to New York, he knew there was only a certain amount he could learn in school. He now had to go out into the street. He began to gig uptown, working days in factories or in white collar jobs. A help was trumpeter Johnny Capers, a man in the Roy Eldridge vein, who demanded much of his men and who used no bassist. "He helped me develop a strength and confidence." There were five days with Johnny Hodges' small combo in Chester, Pennsylvania, around 1954 or 1955. "It was the greatest thing that ever happened to me; the next best thing to sitting in the Ellington band. I was petrified, and didn't really start playing until I got my notice. That relaxed me."

In 1955, "I began to consolidate my own musical thinking in terms of my own techniques. I mean things began to fit into place." Although he practices regularly, he has had few chances to work out his ideas fully over a period of time in a club. His best run was six weeks at the Five Spot toward the end of 1956. He appeared at the 1957 Newport Festival and at a Cooper Union concert in early 1958 with the usual dances and rock and roll gigs as a sideman in between. "I occasionally take part in jam sessions, but what's happening in our society reflects itself there too. There's competitiveness, unwillingness to exchange ideas. There's no more a group feeling, but rather a con​text for star building."

Of his associates, vibist Earl Griffith was born in Brooklyn, May 1. 1926. He played violin from the time he was eight to about twelve; can also play clarinet and saxophone; and picked up the vibes in 1952. He's worked with Benny Harris and African drummer Guy Warren. Dennis Charles, drums, was born in Saint Croix, Virgin Islands, December 4, 1933. He came to America in 1945 and is self-taught. His primary influence has been Art Blakey. Charles has played professionally for some three years, mostly in calypso and mambo bands, although recently he has begun rehearsing with Gil Evahs. Dennis tries "to play like a horn with my left hand while the right keeps time."

Bassist Buell Neidlinger was born in Westport, Connecticut, March 2. 1936. He's studied piano, trumpet and cello; picked up bass by himself in high school where he had his own little band; spent a year at Yale in 1953 where he was going to major in music. He left when he was offered work in a jazz combo which didn't material​ize; worked as a disc jockey for a time; and married. When his wife died, he came to New York, gigged with Vie Dickenson, Zoot Sims, Tony Scott, Coleman Hawkins; was with Tony Bennett for some six months; and currently is free-lancing.

Of Luyah, Cecil notes: "A minor happens to be one of my favorite minor keys. Certain feelings I get playing in this key relate to a boogie-woogie in the same key I composed and liked very much as a kid. This is a blues, and the Aeolian scale was its starting point. I feel any jazz artist who is important must be able to play the blues well, no matter in what style he plays it."

African Violets is by Earl Griffith, who has strong and tender feelings about Africa, describes it as "a short statement about a beautiful place." Cecil points out Dennis Charks' unusual sensitivity to timbres in this number—and all others on the album. "He does beautiful things with a cymbal," says Cecil. "Like the great drummers, he can touch the top of a table with his finger and make music."

Of What is "sort of introspective... it might be fun to let die listener, by the way, work out what tune it's based on. In it, everybody in the trio had to utilize their instruments to the very fullest extent of their imaginative powers, and the resulting textures may help explain the title. It's a 32-bar tune with interesting things happening in it."

Wallering is named for Fats Waller. "It's an attempt to organize sounds in a typical jazz way, building on two improvised figures that are simultaneous. Waller was a giant piano player; he could push a group no end; and when he played the piano, it sang." Words like "power," "energy," "strength" course through all of Cecil's talk about music and the key emotional characteristic of his own work is a constant thrust, a drive that can build to fierce excitement.

Toll was written for a concert at Cooper Union, New York, in February, 1958, at which time only half of it was played. Cooper Union, by the way, represented Cecil's first concert hall appearance. "It's a three-part piece. The first part is written; the second improvised; and the third written. I had parts written for the different instruments, but on the date, I thought I'd let them respond to the piano parts as written, and so the other instruments had no written parts."

Cecil's Excursion On a Wobbly Rail, is a performance of galvanic power. "The original piece meant much to me as an Ellington admirer and as a New Yorker. It provided me here with a base for what I wanted to go on and do. For one thing, I took the chance to use some of the things I've learned about Eastern music—India and Bali—in terms of exploiting the colors of the group."

Cecil is usually reluctant to discuss the specifics of his evolving style, preferring that the music be heard and reacted to on what it says emotionally. But his comments about others often reveal in part what he is working at and he is occasionally explicit about his own approach. The importance of exploiting timbres, for instance. "One of the things I learned from Ellington and others is that you can make the group you play with sing if you realize that each instrument has a distinctive personality, and you can bring out the singing aspect of that personality if you use the right timbre for the instrument."

About rhythm: "Monk knows how to place his chords in relation to the bass and drums, especially the bass, the steady element. He subdivides very subtly, more subtly than the eighth notes of the boogie-woogie pianists and the eighth note strings of some contempo​rary players. As a result, he also jars you harmonically. A horn player with Monk must think faster, must think instantly. And Monk also does not overblow.

"Miles Davis' conception of time has also led to greater rhythmic freedom. His feeling, for another thing, is so intense that he cata​pults the drummer, bassist and pianist together, forcing them to play at the top of their technical ability and forcing them with his own emotional strength to be as emotional as possible. Miles' concept of syncopation in general is larger than that of many musicians and leads to greater variety of musical expression."

Cecil also tries to fuse his own groups into uninhibited collective improvisation. "He puts himself into the music," says Earl Griffith, "with such a beautiful drive and so fully that he makes me get that way."

Cecil hasn't worked out all of his style yet, but what he has already done is important and makes him, in one sense, "in the avant garde of everybody," as Martin Williams puts it. Most important is his emotional message. Much of the musical history of the Negro in America is in his work, but not as an anthology. He's a new user of that basic language with his own additions to make.

by nat hentoff October 25,1958
Nat Hentoff, the well-known jazz critic and author, writes regularly on jazz and non-jazz subjects for a host of magazines, has co-authored (with Nat Shapiro) two books: Hear Me Talkin' To Ya & The Jazz Makers, both published by Rinebart, and co-edits the new jazz monthly, The Jazz Review.

	Cecil  TAYLOR
	Air
	1960
	64:59
	label: Black Lion / Candid

Archie Shepp [ts], Cecil Taylor [p], Buell Neidlinger [b], Sunny Murray [d] on 2 tracks, Dennis Charles [d] on 4 tracks.

  All selections previously unreleased.

Erroll Garner, the effusive romantic and Thelonious Monk, the knuckle crunching iconoclast might have had very little in common. One of their points of contact, however, was the mutually high regard in which they held Cecil Taylor. Garner is reputed to have defended him stoutly, during a gig in Birdland, when he was being criticized by such luminaries as Miles Davis, Dizzy Gillespie and Sarah Vaughan. Monk was no less enthusiastic and, for his part, owned Taylor records and thought of him as an important innovator.

To the superficial observer, Taylor's style might have seemed a logical progression from the anarchy of Monk. In fact, it was nothing of the kind. Taylor's early start did not come from the Manhattan Academy of Bebop. He had studied piano, com​position and harmony at the New York College of Music and, for more than four years, continued his career at the New England Conservatory in Boston. The thickly lubricated contours of the blues no more di​rected him than did the dazzling right handed virtuosity of the boppers.

He was destined to go his own way. At first his interest in jazz was consolidated in the conservative but highly professional bands of Hot Lips Page and Johnny Hodges but, by the middle fifties, he had found his own voice. It was perhaps signifi​cant that his first recording in 1955 in Boston, included Monk tunes as well as Sweet And Lovely a tune that the older man loved to decimate. Taylor extended the dismantling process but he did so using somewhat different tools. Sparing use was made of the Monk angle iron and in its stead was a hint of rolling Garneresque patterns, just below the surface. Certainly the retrospective observer, looking for more radical influences was to be surprised but this was a discernable element in the Taylor style in the late fifties and early sixties. Later it was eschewed to some extent but it can clearly be heard on this session on both Air (Take 9) and Air (Take 29).

The vital point was that no single element was all important in the Taylor piano method and, by 1960, he had reached a stage of develop​ment that was both individualistic and forward looking. His style was uniquely his and it had an awesome authority that has remained with him to the present day. He is now a stylistic leader and his playing has proved to be the inspiration behind almost two generations of pianists, as well as to musicians on a wide range of other instruments. [...]

	Cecil  TAYLOR
	Jumpin’ Punkins
	1961
	33:23
	label: Candid

На всех композициях: Cecil Taylor [p], Buell Neidlinger [b]. На 3-х комп.:  Archie Shepp (см.) [t s]. На 2-х комп.: Clark Terry [tp], Roswell Rudd [trb], Steve Lacy (см.) [s s], Charles Davis [bar s], Billy Higgins [d], Dennis Charles [d].

Jumpin’ Punkins (take 6) Mercer Ellington
O. P. (take 1) Buell Neidlinger
I Forgot (take 1) Cecil Taylor
Things Ain’t What They Used To Be (take 3) Duke Ellington
  This album made under the supervision of Nat Hentoff had, until now, been available only in Japan. As a result it attained the status of a collector's item and rumours spread about its quality. This is no longer in doubt because this issue presents a Cecil Taylor near to the height of his powers. [...]

He made his recording debut in 1955, however, and from that date onward it was obvious that Cecil had arrived at a highly personal and, some felt, esoteric style. Buell Neidlinger tells of a club owner who interrupted Taylor after only eight bars of music and ordered him from the place. Cecil could not understand such a reaction. To him, his music was natural; its emotional power a communi​cative commodity and its freedom an open door to the lay listener. Nobody needed a musical degree to fathom rules nor did they need to be a pianist to be awed by the sheer complexity.

Cecil traded in improvisation, not the cosy rebuilding of themes in the traditional manner but as an explorer, sailing from the haven of a stated theme and then wave clipping in unchartered areas of the melodic ocean. Once free, no reference was made to his thematic home port and Taylor was free to navigate where he chose. In his reflective moments he never became becalmed but to hear his roaring tone clusters crashing over the punctuation of his left hand is exciting by any standards. Critic Valerie Wilmer astutely observed that when Taylor was sitting at the piano "he was playing 88 tuned drums". Certainly, the percussive nature of his playing supported this theory, although it did deflect the listener from the organisation that was a vital part of his music.

This was particularly true in 1961 when these titles were recorded. Cecil's style has continued to evolve but his playing in the sixties, always in the company of other music​ians, offered his sidemen strong directions. Whatever the license taken in his solos, Taylor's flowing currents of free expression were presented with a sense of inner shape. They were never an incontinent outpouring and his inspiration was amazingly consistent.

The session on the 9th found him in the company of men conversant with his music and, most especially, with his group requirements. Buell Neidlinger had credentials in both the jazz and classical fields and was something of a permanent companion at the time. Born in 1936 in Westport, Connecticut, he had studied piano, trumpet and cello before turning to the string bass at high school. He had abandoned his major at Yale in 1953 and after several musical false starts worked with Cecil Taylor up to the time of this recording. [...]

Cecil Taylor's music has continued to develop. Today he has become an accomplished solo performer and is currently experiencing great success with music for contemporary dance. Back in 1961 he was at the forefront of the avant garde and the jazz on this album reflects that era. Like all good music it has not dated. It documents a stage in Cecil's career as an artist and shows that improvisation has always been at the heart of his musical concept​ions. This record offers the excitement of the instant creative process and it has been harnessed by a leader with a mature mind and an inherent gift for organising a band.

	Cecil  TAYLOR
	Alternate Takes
	
	76:30
	label: Base Record / Armando (Dizionario Enciclopedico Del Jazz)
tracks 1, 2, 4, 6: Cecil Taylor [p], Archie Shepp [t s], Buell Neidlinger [b], Dennis Charles [d]. 

tracks 5, 7: Cecil Taylor [p], Buell Neidlinger  [b], Billy Higgins [d, tymp]. 

tracks 3, 8: Cecil Taylor [p], Clark Terry [tp], Roswell Rudd [trb], Steve Lacy (см.) [s s], Archie Shepp (см.) [t s], Charles Davis [bar s], Buell Neidlinger [b], Billy Higgins [d].

 Plays compositions by Taylor & Ellington (3, 8).

	Cecil  TAYLOR
	Trance
	1962
	53:03
	label: Black Lion

Cecil Taylor [p]; Jimmy Lyons [a s]; Sonny Murray [d].

Trance

Call

Lena

D Trad, That’s What

Call (2nd version)

  Cecil   Taylor's   Scandinavian sojourn provided him with a rare oportunity to work regularly over a long period. After playing clubs in Oslo and Stockholm during Oct​ober, 1962 the Taylor trio spent the whole of November at the Montmartre. Reflecting upon that period, Taylor said in a Nat Hentoff interview in Down Beat (February 25 1965):

"We didn't make a lot of money in Europe, but having that chance to work continuously before  an  audience  was  a remarkable experience. When you work, what happens to your psyche -- the metamorphosis of you as a human being -- is so complete that you live on a different plane. All your energies and capabilities are realised or in the process of being realised. You have much more energy -- off the stand as well as on -- than you had imagined. In Denmark, for instance, though playing practically every night, I was writing a great deal during the day."

Cecil has also mentioned that a special inspiration for the recording of this album was the fact that he had heard the John Coltrane Quartet at a concert in Copen​hagen on the previous evening. On the present disc Taylor plays a standard tune What's New? that was also recorded by Coltrane and like Coltrane, he works with long tension curves, aiming at a kind of musical paroxysm. But in fact the music is much more related to that of  another  tenor  saxophone player, Albert Ayler.

Now that Ayler has finally been recognised as having been one of the really important new jazz soloists, it is worth mentioning that he visited Scandinavia at the same time as Cecil Taylor, made his first records during this period, and on several occasions sat in with the Taylor group (with Taylor he also took part in a Danish television programme, but unfortunately did not participate in these recordings). The relationship between Taylor and Ayler was emphasised by the fact that the drummer of theTaylor Trio, Sonny Murray, was present for many of Ayler's engagements, in or out of the recording studios.

Murray's   drumming    is, indeed, almost as important a feature of this record as Taylor's piano playing, whereas Jimmy Lyons,  the  alto  saxophonist, stands somewhat apart, due to his heavy debt to an earlier jazz con​ception, that of Charlie Parker. Even   though   Murray   had recorded with Taylor one year earlier, it is on the Montmartre recordings that the full scope of his revolutionary style is revealed. Probably, this is partly due to absence of a bass player, both because of the rhythmic challenge and because the drum part is heard much more completely without the bass. At any rate, we have here the first unmistakable examples of that decomposition of the traditional jazz beat which has made Sonny Murray the most thoroughly innovating jazz drum​mer since Kenny Clarke and Max Roach in the forties.

On all the tracks there are long improvisations by Taylor himself, played in his most furious style, which at times has an incisive and expressive character reminiscent of the young Bud Powell. To give a general idea of the way Cecil has arrived at his musical conception, as realised on this record, it is natural to quote another part of the  above-mentioned   Hentoff  interview. What Taylor has to say here, is relevant not only to his own music, but to the ideas underlying some of the best of the new jazz:

"If a man plays for a certain amount of time -- scales, licks, what have you -- eventually a kind of order asserts itself.  Whether he chooses to notate that personal order or engage in polemics about it, it's there. That is, if he's saying anything in his music. There is no music without order -- if that music comes from a man's innards. But that order is not necessarily related to any single criterion of what order should be as imposed from the outside. Whether that criterion is the song form or what some critic thinks jazz should be. This is not a question, then, of "freedom" as opposed to "non-freedom" but it is rather a question of recognising different ideas and expressions of order."

-----------  Erik Wiedemann (1963)

	Cecil  TAYLOR
	The Great Paris Concert
	1966 
	58:54
	label: Black Lion

Cecil Taylor [p], Jimmy Lyons [as], Alan Silva [b], Andrew Cyrille (см) [d].

Student Studies (Part 1) ......... 15’ 57’’

Student Studies (Part 2) ......... 10’ 54’’

Amplitude ................................ 19’ 59’’

Niggle Feuiggle ........................ 11’ 59’’

CECIL TAYLOR - THE GREAT PARIS CONCERT
"There can be no question that hear​ing Cecil Taylor's music is a unique and often compelling experience I know of no other contemporary music of such immense and concen​trated energy or comparable density of texture. At times it has the force of an erupting volcano and it is impossible to withstand its almost elemental power". Dan Morganstern reviewing Taylor's New York Town Hall concert of 1966 for Down Beat. Other writers have been less consid​erate about Taylor's music and he has also been shunned by many musicians, including Miles Davis and Dizzy Gillespie. The fact of the matter is that Cecil Taylor is unique and it may well be that the values used to judge previous jazz figures need to be re-assessed in the light of his work. Then again perhaps jazz itself is not big enough to contain a man whose playing seems to transcend every known barrier. Trumpeter John Chilton, in his book "Jazz" (published by Hodder & Stoughton, London in 1979) brings an unbiased mind to bear when he writes "none of (Taylor's) perform​ances links with existing jazz defini​tions, which his supporters say is due to the paucity of the language applied to today's improvisations. He consciously tries to amalgamate the technique and harmonies of modern European composers with the energy and rhythms of early Afro-American music. He has said 'I have within my mind a conception of how Black Tom played'. The frenzied tremolos and swift, parallel runs, both hands move together at enormous speed, are juxtaposed with displays of astonishing ambidext-rousness and mental agility which is another matter yet whenever Cecil has been given the chance to play an extended engagement he has quickly built up a large and sympathetic following. Joe Termini gave Taylor a six week booking at the "Five Spot" in New York in 1957 and admitted that Cecil brought the crowds in. In fact Taylor claims to have changed the concept of the place from a room with sawdust on the floor to one with a sleeker image, cloths on the tables and increased drink prices. In those days Taylor's band comprised himself, Buell Neid-linger on bass and Dennis Charles on drums. That year Cecil appeared at Newport (adding one of his students, Steve Lacy, on soprano for the gig) but work was hard to get. "Usually all my gigs earned between eight dollars and thirty dollars" he told A.B. Spellman (Four Lives in the Bebop Business published by MacGibbon & Kee). "If you got a gig for thirty dollars that was usually a West Indian dance and all the cats you played with played West Indian music". Archie Shepp was one of the most important of Taylor's colleagues in the early sixties while drummer Sonny Murray has a great deal to thank Cecil for in terms of rationali​zation of his way of playing. But musical work was not what kept Taylor alive. He was forced to take all manner of jobs; "in the sixties, gigs for me have been mostly, like, a concert a year, filled in with one or two short nightclub or coffee house gigs" he told Spellman. "The coffee​house gigs may or may not have paid, and if they did pay at all they paid very little". It became obvious about this time that Taylor's music was best heard at extended   club bookings (where the lengths of his sets, sometimes as long as two hours, horrified club owners anxious to sell drinks to the audiences) or on concerts. In 1962 he turned his attention to Europe, did a short tour of Scandinavia with Jimmy Lyons and Sonny Murray and came back with stories of the superior pianos he was given to play. He also told A.B. Spellman that "the ideal thing would be to have the kind of situation that you do have in Europe. In some of those small towns you have small concert halls or auditoriums that are acoustically perfect. You have instruments, I'm talking about pianos, that are excellent. You have an audience that comes there prepared to be moved. That's what you pay for. What more could you want than that? But when you work in New York, the Mafia man pays you your money. In Europe you don't deal with the Mafia. But as European club owners and booking agents are concerned, you talk about some gangsters, those cats over there now they do a lot of the same things, but they do it in a lot smoother way".
In the early summer of 1966 Taylor made his most important record to date. "Unit Structures" for Blue Note with his quartet (Lyons, Silva, and Cyrille) augmented by trumpeter Eddie Gale Stevens, saxist Ken Mclntyre and bass player Henry Grimes. Later in the year he returned to Europe for more concerts, this time to larger audiences and to often rapturous applause. This present album was recorded at one such event in Paris and the quartet is evidently func​tioning   as   one. Sensing every produces two completely independ​ent musical lines. Note clusters spill out with all the percussion of a drum roll. There is little to reassure listeners who wait for the sound of a similar motif."
But what does his music mean and how does it relate to anything that has gone before? Taylor seems reluctant to spell out his aims and intentions in musical terms and published interviews with him indi​cate that he is concerned in telling others what his music is not, rather than what it is. Similarly he is quick to introduce colour and racial differ​ences into a conversation, to look for prejudice where often it does not exist and generally to give the impression that he is a misunder​stood man with a large chip on his shoulder. Yet musicians who have worked with him for any length of time are full of praise for his teaching and playing methods. Saxophonist Jimmy Lyons told Valerie Wilmer ("Jazz at Ronnie Scott's" by Kitty Grime) that "play​ing with Cecil made me think differently about what it's all about. It's not a cycle of fifths, it's sound. I was into a strong, like bebop thing and I didn't feel that I was into it. I settled for Cecil, which is a different kind of experience altogether. Cecil's music is advanced music. And I don't think it can be appreciated right in. Maybe a child could do it but people are accustomed to hear certain things a certain way they probably wouldn't big it." Lyons's reference to a child is interesting for he is obviously thinking of an open mind, uncluttered with previous values and ideas. John Chilton alludes to the  same theory when  he  writes "Taylor has been called the architect of sounds to come. His own hope is to make listeners aware that 'the thing that unites all is the developing of one's senses to respond to sound'. This could be the creed of the new generation of musicians emerging in the late 1970's who want to convey their emotions via improvised sound patterns without having to overcome the prejudices of listeners condit​ioned to accept only one particular school of jazz.
Taylor's music is atonal; in other words it invariably lacks a key or an established tonal centre. In this respect it differs completely from other keyboard players who take their courage in both hands, sit at the piano and create spontaneous music. For example Keith Jarrett, Chick Corea and Bengt Hallberg, all of whom  have  produced  recorded examples of "free" music, keep close to the concept of Western tonality. Jarret particularly so. Some critics made the mistake of comparing Taylor's approach with a group to that of the experimental 1949 recording of Intuition by a Lennie Tristano led sextet. In the case of the Tristano men (Warne Marsh, Lee Konitz, etc.) they started out without a key centre preconceived melody or an established rhythm yet by the end of the three minutes playing time a tonality had crept into the music due to the player's strong attachments to what had gone before. In Taylor's case he seems to reject everything he has ever learned about harmony, melody and rhythm, to cleanse his mind in order to produce music which, even his detractors admit, is unique. Whether it can be "sold" to another audience musical move is the remarkable Andrew Cyrille "who" as Cecil pointed out "is learned enough on his instrument to play with a symphony orchestra". In fact Cyrille's playing experience takes in Nellie Lutcher, Illinois Jacquet, Coleman Hawkins and Roland Kirk. Jimmy Lyons is an immensely talented musician with a big cutting tone which adds enormously to the sound of the quartet. The extended Student studies is the major work here, the music moving from phases of quiet subtlety to hard positive statements. On Amplitude the full panoply of the quartet is on display with shrieks on a whistle adding to the tapestry of sound. Do not try and count bars or attempt to work out chorus lengths in the traditional sense but take heed of critic Gary Giddins who  said of Cecil  Taylor "Yes his music is heavily rhythmic but no, you can't tap your foot to it, yes, his music is intensely lyrical but no, you won't be humming it after one hearing; yes, his music is richly harmonic; but no, he does not employ chord changes.
-- Alun Morgan (1968)

	Cecil TAYLOR
	Cecil TAYLOR & The JAZZ COMPOSER’S ORCHESTRA:

"Communications"
	1968 
	73:45
	label: ECM

Music composed and  conducted by Michael Mantler (см.).

Soloists: Cecil Taylor [p], Don  Cherry (см) [cornet], Roswell Rudd [tb], Pharoah Sanders (см) [ts], Larry Coryell [g], Gato Barbieri (см) [ts]. Orchestra features: Steve Lacy (см), Carla Bley (см), Ron Carter (см), Charlie Haden (см), Reggie Workman (см), Andrew Cyrille (см), Eddie Gomez, Steve Swallow (см), Jimmy Lyons, Alan Silva, Howard Johnson, Frank Wess, a.o.

Rec. 1968

1. Communications #8

2. Communications #9

3. Communications #10

4. Preview

5. Communications #11, Part 1

6. Communications #11, Part 1

THE LISTENER

ANNE
EACH ASPECT OF ANNE IS ITS MUSCLE. SHE'S IN THE PARK NOW, AND IT IS TO THIS WONDERFUL AMERICAN AUDITORIUM THAT THE PARK CON​FORMS. TO BE IN ANNE IS TO BE IN LOVE. "HOW DO YOU THINK YOU WILL LOOK DEAD?" "WARM." IT'S WHATEVER WE FIND THAT ANNE AND I WISH TO CONVEY, IF IT'S NOT PARTICULAR. ANNE SLEEPS WITH MY BELT UNDER PILLOW. IN THE MORNING, WHEN ANNE AWAKES ("THAT'S WON​DERFUL.") OTHERS DO TOO. AND THAT'S WONDERFUL TOO, FOR THE SUN NEITHER GO NOR GOES DOWN. (AN EXHILARATION AROSE WITH PREVIEW. ANNE SAID, "I DON'T THINK THIS HAS HAPPENED IN THE LAST 20 YEARS.") FOR HER TO TAKE IF SHE NEEDED TO BEFORE HER WEDDING. PREVIEW IS TIMED TO START. THERE IS NOTHING SPURIOUS NOR MAN​NERED NOR SEEMLY. WE ARE VERY FOND OF ITS LAUDATORY TISSUE OF TRUTH – AND PHAROAH SANDERS (PRESCRIBED BY ANNE HERSELF TO TIGHTEN THE PROMENADE IN YOUR IDLE PANTS.) "COURAGE, MY VELVET." "IT'S NOTHING." HEARD REPEATEDLY – FORGIVE MY COR​RECTING YOU – BUT IN MANTLER'S ORCHESTRA THERE IS NO REDUC​TION TO MONITOR – IS SUDDEN TRACTABILITY. NEVER ANY SIMPLE SUBSIDING BUT WHOLE SINKING. IT IS NOT FOR ANYTHING. ASKING AN INJURED MUSICIAN "HOW DID YOU CUT YOUR FINGER?" (HOW DO YOU CUT YOUR FINGER?) OR THE LUDICROUS MUSIC OF MADE-UP COM​MUNISM, BASKING FOR TIME IN THE AFTERGLOW OF PRE-EXPOSURE (IF NO ONE SLEEPS, WHO WONDERS?) AND BIG BANANA FARTS, OR THE FALSE MODESTY OF ONE FOR SO LONG PRAISED FOR MEDIOCRITY THAT HE BECOMES CAPABLE ONLY IN CONSTRUING MODESTY ARROGANCE (FORCE IS SUFFICIENT AND SO'S MOST BLOOD, SYNCOPATION ITS OWN HISTORY OF IRRITATION.) WHILE MODESTY, IF AUDACIOUS, MARKS THE MONITOR ABSENT, AS HERE IN STEPS ORGANIZED BY ROSWELL -- BET​TER TO MAKE HIS WAY THROUGH ORGANIZATION – OR THAT ORIGINAL DECREASING SONORITY OF GATO, WITH ALL ITS DUPLICATIVE SHREWDNESS (EVEN TO GETTING CHERRY'S SOUND) OR ANNE, CURIOUS ENOUGH TO SUCK FOR NOTHING BUT TO HATE FOR SCALE. THIS MUSIC, UNLIKE ANNE (KNOWN EXCLUSIVELY BY HOW WELL SHE KNOWS YOU) POINTS TO RECOVERY. BESIDES, ALL THE OTHER NICE GIRLS ARE IN TURKEY. MANTLER'S COMMUNICATIONS NOW NUMBER 11 (SEVEN AVAILABLE ON RECORDINGS). THEY CONSTITUTE AN ACCUMULATIVE ACHIEVEMENT OF AN EXTRAORDINARY NATURE, ESPECIALLY CONSIDERING THAT IT IS WITHOUT A RELUCTANCE THOUGHT NECESSARY IN THE PAST THAT SOLOISTS OF THIS CALIBER ARE ENGAGED BY HIM. ROSWELL, A SLIDE OF SIGHT. CHERRY, THE ARTIST. LARRY CORYELL (LOVED BY ANNE FOR A SOLO ON CARLA BLEY'S FUNERAL) WHO BEGINS ASTRIDE, STOKED UP YET FREE OF ORDINARY GUITAR CAULKING, AND SWALLOW (NOTABLE FOR HIS INTRODUCTION ON COMMUNICATIONS 10) WHO PEELS OUT OF LEVEL A PHRASE AT FIRST THOUGHT CRITICAL. THE COMPOSITIONS OF MANTLER INCREASE CONSIDERABLY THE STRENGTH OF THE FREE WORLD. ANNE ASKS IF ONE SHOULD BE IN LOVE IF ONE IS. SHE'S ALREADY TOLD ME THAT NOTHING PASSES OVER YOUR HEAD THE WAY YOU DO. (SHE'S HINTED THAT IT'S SOMETHING YOU PUT IN THE BUTTER.) SO IT IS IN THIS TOUCHED AMERICAN AUDITORIUM, AMONG THE CUSPS AND THE PUFFERBELLIES, SO BOLD AND BALD AND HAIRY, THAT ANNE, WRAPPED INTERESTINGLY IN THE PRACTICAL WORKING OUT OF THINGS (LES DECORS DE LA VIOLENCE) REVEALS WHAT HAS PASSED. IT RAINED FOR SEVERAL WEEKS, FROM EARLY MAY INTO JUNE, AND HER FIRST HUS​BAND (45 BOOKS WRITTEN IN LESS THAN THREE YEARS) BECAME IRRIT​ABLE, AND IT WAS ONLY UNDER EXPENSIVE AUTOMOBILES THAT PLACES DRY ENOUGH FOR HIDING WERE TO BE FOUND. ANNE SAYS THAT EFFECT AFTER EFFECT PILED UPON SINGLE SEQUENCE FINALLY BECAME PROOF TO USUALLY BRIEFLY-NEUTRAL CIVILIANS.
---- Paul Haines
BACK GROUNDS

How long will America remain blind to her unique artistic achievements? We live in a country of great wealth and technology whose avowed spiritual and political concerns share the heady idealism of an artistic manifesto. We endlessly propagate the "American Way of Life," ponder our manifest des​tiny, propose safeguards for the conscience of the individual, and yet we refuse to support or even recognize the indigenous creative accomplish​ments its artists have produced. Our country is second to none in patriotism: our desire to adorn our prosperity with "culture" is a constant national anxiety yet we cannot resolve the paradox and encourage a native artistic tradition. Jazz remains unrecognized as a serious art form. Modern dance and the tradition of Isadora Duncan, Ted Shawn and Ruth St. Denis, Martha Graham, and Merce Cunningham have, until recently, been ignored.

The crisis, with its particular form of chauvinism and naivete, is not new. Around the middle of the nineteenth century a great critical debate raged over various prescriptions for the new American Shakespeare. The great American author-to-be would naturally write within the conventions of the Romance, of Sir Walter Scott and his transplanted cousin James Fenimore Cooper, because the sublime emotions that filled every American's breast, surrounded as he was by the natural grandeurs of God's creations, could only be contained within the form. When "Moby Dick" was published it was virtually ignored. Those who did review the book were shocked at the blas​phemous betrayal of literary convention and found the moral ambiguities it described, to say the least, inconvenient. Years later an admiring Englishman visited an embittered Herman Melville at the New York Customs House (where he worked to support his family and his work on "Billy Budd," which was found completed at the bottom of a trunk long after his death) and inquired after the author of "Moby Dick." Melville stated that he no longer existed.

I once met an Englishman who, in the spirit of Melville's visitor, planned a visit to Kansas City. Since Count Basie, Lester Young and Charlie Parker had spent formative years there he wished to see what remained of the city's blues tradition. I later found myself comparing Melville's self-denial, to Dizzy Gillespie's statement that jazz was too good for America. Dizzy was referring among other things, to the fact that America had preferred to exploit the unhanpiness and eccentricity of some of her musicians rather than consider the music itself.  But unlike Melville, who succumbed to bitterness and a kind of spiritual suicide, Dizzy implied that the music would somehow endure, even beyond America.

And it has. Four generations of jazz musicians have found a sympathetic audience in Europe, an audience familiar with the musicians' work, interested in their development, generous in its support of the music. The pioneering books about jazz were written by Englishmen and Frenchmen. Their jazz journals are scholarly well-produced periodicals. The music is played in concert halls, produced by jazz societies, or in highly civilized clubs. No wonder many of our major musicians have become expatriates.

In America we have confined the music to the diseased ghettos of our national psyche. Jazz is most often played in nightclubs, the illicit reposi​tories of our most Rotarian citizens' unmentionable fantasies, and above the hustling waiters, the bibulous conversation, the jangling cash registers, the music is misconstrued. Creative energy is seen as fomenting sexuality, the saxophonist is Priapus and the drummer must be taking something, my dear. The musician is a liquor salesman, the master of the revels, the magnet for inhibitions, the Mac Man and Dr. Feelgood, the road to Heaven paved with bad intentions. These are but a few of the shadows in Plato's cave.

The endless distortions that the jazz musician must contend with are an absurd burden. Indeed much of America has reacted to the music in a fashion, unintentional though it may be, that can only be described as racist. The history of fazz reflects the spiritual journey of the black man in this country but society has trouble viewing jazz as anything more than a folk art. The musician is seen as an entertainer — not as an artist — and to protect his job he is encouraged to act in these terms. In the mass media his music is used to portray his enemies (gangsters, pushers, hustlers, hookers and the detec​tives) as predictably as Martians invade with the assistance of warmed-over Shostakovitch. His musical cry for freedom sounds to America like over​weening lust, a heroin flash, or the shuffle of happy feet out back. Discounting a spurious "King of Jazz" in The Twenties, the titles of men like Basie and Ellington have rarely been misplaced but royalties often are. The innovators in jazz have too often gone unrewarded and unrecognized while the diluted and acceptable commercial conduits have copped the spoils. The Rockefeller Report on the Performing Arts ignored jazz completely. It is surely time to realize that one of the questions asked by the blues — "How can I sing the Lord's song in a strange land?" — is far more than a local reference.

The extrinsic greatness of jazz lies in its breadth of conception, its ability to absorb players and influences from diverse cultures without losing its fundamental identity. Because the activity of jazz poses fresh musical and personal challenges, it has become an international movement; its artists come from all over the world; it has been used most successfully (if perhaps deceptively) by America in ameliorating her foreign policy. The jazz improviser is making immediate existential statements about his feelings toward himself and the world around him. He creates within predetermined though flexible forms — his link to his audience — with all the spontaneity, originality and honesty that he possesses.

Should the improvised truly teach the American nightclub audience, his livelihood would be jeopardized — his listeners would feel, reflect, and cease drinking. He would step out of his role as a popular entertainer. All vital Amer​ican artists have similar problems surviving our inflated popular culture. The American audience, influenced by the speed of machines and communications, prefers an instant aesthetic response to a reflective one. It must have words for pop music, representation in painting, a plot for the ballet. Yet the most vital art in America opposes this mechanistic inclination at every turn: Our jazz is speech transformed into music, our strongest painters tend to be abstract, our modern dance is often choreographed sculpture. Unless, of course, we prefer to be known by the jukebox, the animated cartoon and the Rockettes.

How long must we stare without comprehension at our "gift outright"? During her visit Mrs. Charles Dickens found us to be cultural barbarians. How long shall we continue to believe her? Did we win our revolution and our prosperity to learn graces from the dancing masters of Europe and bring order to the mysterious East? Must we support only those acoustical engi​neers mining the end of a European musical tradition or those who wish another try at the Grieg Piano Concerto or the Nutcracker Suite? Our artistic traditions have become international before we have nationalized them. Our strengths lie in our rebels – Herman Melville, Charles Ives, Jackson Pollock, Martha Graham, Charlie Parker, Ornette Coleman and Cecil Taylor.

Bring it on home. It's time . . .

--- Timothy F. Marquand,  1968

	Cecil TAYLOR
	Indent
	1973 
	45:22
	label: Freedom

Taylor solo.  

Recorded live.

"Whistle into night 

Recognize exorcism

blue's history.

Whittled whispers while 

city technique wrung

awakened needs Spring cotton answer

Recognition

Carver's oil estranged

outer earth's garments

Scorched exclusivity

Shining Bandanah 

Thru ground mounds and

honeysucklevine scraped

dust rises. Noon dimples

sweat titty. 

Bugle brow browned Indignation laments Yellow childrens

scampering ass'n

pigtails stompin'

rag-a-mom

White crucifix White flame

White God

White hood 

White white 

White which

Pains shame 

Call your'n Happiness born comin' onto Whitness 

Greased bolts 

Mud fields 

Hot stream 

Stung stank 

Stitch sanguine Satiety sought Surreptitious Seraph 

Sin sinning Singing song 

Set 4 centuries long

Mirror born color squared

difference excuse

mountain organ hill bill tongue tastes

Tar flesh trampled seeds.

Nation's lost diplomacy 

lost notions duplicity

Demagogic democracy Damned dutiful Darned cloth

blue serge white white 

one someone shirt floptic 

tank bat and "yeah bo" 

I'ma Senatah! 

You just sing dance unseen

crophandler

food maker

lost nobles

chewed spit'n

grits shit and

molasses hot smellin'

teeth toothless

hyeena smile

 'Ah is so happy 

Youse mah master

ooh ooh ooh 

Kick me agin gin

Prick Duster sperm Ground life out

 Chambers red

Redolent

Lao Vaudois

leaves bow 

Swollen gulls mate 

exigent whimpers 

swimmers duck 

rockfall legion's

asleep 

where bonnets 

bent whore's lost 

puerility romps 

unchided over 

back roads black 

in night cesspools 

to constellations

stranger 

Justice invisibly 

impenetrable

 lighted masks 

calcimined mimes 

ejaculate polyglot 

systoles

Dry cell of money 

has locked the minds 

and cauterized hearts"

	Cecil TAYLOR
	Silent Tongues
	1975 
	54:00
	label: Freedom

Recorded live 1974.

Solo piano.

	Cecil TAYLOR
	Air Above Mountains
	1992 
	76:22
	label: Enja

Cecil Taylor [p].

Rec. live 1976

	Cecil TAYLOR
	Dark To Themselves
	1990 
	61:45
	label: enja

Rec. live 1976

Cecil Taylor [p]; Raphe Malik (см.) [tp]; Jimmy Lyons [a s]; David S. Ware (см.) [t s]; Marc Edwards [d].

Da
Phallic mystere 

never speaking 

stems grasp's lightning 

air thru whole
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mayhem
turn
lighten'd 

soft
To You 

then 
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some
sounding parafin 

arms are raised rose seed 

in sun 

burnin -
Dark night vacant shadows peep the 

borrowed friends arms extend 

upward 

elbows angled 

somethin' dime Tin'e 

an ear lak, those 

ever readied, roost
slick'n. 

Hewe-zo
vertabraes seam'd atolling 

meteor pa-zzanin a hissing 

asson adorn bells past 

a 2nd month lain 7 side. 

churn/ 

Da
oldest ancestor/ fertilized seed

 /  making LegBa/

 / phallic mystere/
by the 

center post 

of Peristyle 

— Cecil Taylor

TORRENT OF DARKNESS
This is the complete performance of the Cecil Taylor Unit at the Yugoslavian Jazz Festival in Lubljana on June 18th, 1976, the compact disc restoring the sections that were excised to fit "Dark To Themselves" onto a single LP (ENJA 2084).
We can be glad there is, finally, a medium adequate for the documentation of Taylor's art. No more artificial fade-outs or sense of coitus interruptus when the stylus stubbornly hoists itself from the groove after twenty five minutes; now we can fully enter the dream. If the CD is a useful development for all music, it seems particularly crucial for Taylor's. For his work derives its power from its cumulative force, as the fullest implications are wrung from each kernel of thematic material, propelling the sound way beyond the score's vague signposts, "beyond pedestrian terrain", until improvisation veers and yaws into the swamping seas of trance. It takes time to reach that point, and no artificial interruptions can be brooked. For the Taylor Unit in performance is a ritual to be shared, surrendered to completely or not at all, and critics, their pens poised to award points for "good" and "bad" solos, have come to the wrong gig. Taylor's criteria long ago diverged from "jazz" ( or classical) notions of propriety. "Part of what this music is about," he has said, to recapitulate a famous quote, "is not to be delineated exactly. It's about magic and capturing spirits."
Such statements, once common to the vocabularly of the Coltrane era, have come to be unfashionable as players, streamlining their music for the market, have settled for goals much less "romantic". And though casual talk of "inviting the spirit" is the fastest way to raise the hackles of a musicologist, every listener who has truly felt the full power of a Taylor concert knows that Cecil's words cannot be brushed aside as spurious mystification or period jive-talk. As modern as Taylor's Unit still seems as it hurtles headlong into life's blooming, buzzing confusion, it also claws and burrows for primeval memories, touches on music's oldest functions and meanings, sets loose the duende...
"Music", Taylor told writer Joseph Chonto, "is one of the manifestations of God. To me, it is the force of nature which is what the sound is - the eternal sound. The beauty of whatever made those trees, those stones, the rivers ... that is the living force I'm concerned with. That is the force that leaves me at those highest points of ecstasy... I don't have any idea what God is. I only know I'm trying to be in touch with and appreciative of, like, this day - the way the sky looked last night - extraordinary!
"The grist of what it is - we are attempting to enliven, develop, find our senses ... When I am described as being a very angry person, that's inaccurate. Whatever angle taken to the instrument, the beautiful forces unleashed were not a manifestation of anger, but manifestations of the beauty of nature. What we try to do now is consciously bring the beauty of living experience and to share that."
This is the vision, heroically impractical, that Cecil Taylor labours to make fact, the vision to which his Unit members lend their best efforts, struggling to make the music "a living organism". Which does not, of course, imply that their contributions are equal- the music is Taylor's, its organizational development (skewed crabwise scuttling through chains of themes, rapid-fire rounds of call-and-response, densely-layered shifting blocks of sound, booming broadsides of melody, and much more) is mostly cued by him and his voice remains dominant. It is music that makes the most daunting demands of its performers, and to get to its centre, to grasp it technically and emotionally, is a matter of long-term study and experience.
Jimmy Lyons was the musician who plunged deepest into Taylor's art. At the time of the Ljubljana concert
he had been Cecil's right hand man, his alter-ego virtually, for fifteen years, and would play with him for ten years more - right up until his death in 1986, at the age of 53. Lyons's selflessness was exceptional, paralleled in the new music only by John Gilmore's devotion to Sun Ra. A masterful musician, Lyons put his own ambitions on hold to toil in the labyrinths of Taylor's Unit Structures for a quarter-century. (Taylor, in 1986: "Why was Jimmy Lyons so noble? For putting up with my shit for all those years.") Lyons placed the importance of Cecil's music above the gratification of his own ego, artistic values above material ones. Through the long years of struggle towards acceptance, this was a way to invite poverty, and though he shared in the success that finally, inevitably, came Taylor's way - due, let it be stressed, to the Unit's dogged persistence -he never received a portion of his due as a player.
Lyons has been characterised by Taylor as a quiet, compassionate man but, the pianist added, when the bell rang he came out swinging. "Dark To Themselves" does not lack for passages in which the alto swings hard. He strikes like lightning. Yet when the music pauses for breath, Lyons always finds something pretty and considered to say. How lithely his line dances around the jagged angles of the piano as the "Chorus Of Seed" unfolds. (Who could doubt that this music is celebratory?)
In his long poem, the Crystal World, Richard Aldington spoke of "the artist/Who is always seeking exact equivalences/For the experiences of the sensibility .../Primitive symbols./ The emotions are intense not subtle, /In no way intellectualized."
The emotions are intense, not subtle... It strikes me that one of the roles that "unformed" players, musicians still finding their directions, have played in the groups of the master musicians (Coltrane's later bands, Prime Time, the Taylor Unit) is the underscoring of this truth. Their presence, their ebullience, is a spur, a goad, and a guard against complacency (not much of a danger with Taylor and Lyons, admittedly) or the settling of a fixed and final "style."
With this in mind, one eminent musicologist's recent dismissal of Raphe Malik and David Ware, on the grounds that their grip on the Unit's music was inferior to Lyons's, seems rather mean-spirited - how could it have been otherwise?? At this point, the trumpeter (who had met Taylor at Antioch College) and the tenorist (on a sabbatical from Andrew Cyrille's fine band) had been in the Unit only a matter of months. Nonetheless, they pitch in with a burning eagerness to play, and they make real contributions, Malik in taut, concentrated soundbursts, Ware using multiphonics and overblowing to scream, joyfully, above the tenor's range.
Raphe Malik was to stay with the Unit for a couple of years, and also played and recorded with Jimmy Lyons's group, but "Dark To Themselves" is, so far, the only documentation of Marc Edwards's tenure with the Unit. Edwards shadows and details Taylor's piano accents most musically and subtly throughout the performance. He follows the flow (where his successor, Shannon Jackson, would challenge it), makes these "Streams" sparkle and glisten. ("Technique", writes Cecil Taylor, is a "weapon to do whatever must be done.")
This is the Cecil Taylor Unit as it was in 1976. The music is still, vibrantly, alive.

-- Steve Lake, March, 1990

	Cecil TAYLOR
	Three Phasis
	1978 
	58:41
	label: New World

Cecil Taylor with: Jimmy Lyons [a s]; Raphe Malik (см.) [tp]; Ramsey Ameen [violin]; Sirone [b]; Ronald Shannon Jackson (см.: R.S.Jackson; J.B.Ulmer) [d].

	Cecil TAYLOR
	Unit
	1979 
	57:22
	label: New World

состав -- как выше

	Cecil TAYLOR
	Max  ROACH   and Cecil  TAYLOR:

"Historic Concerts"

[2 CD]
	1979
	51:19 55:24
	label: Soul Note

Cecil Taylor [p]; Max Roach [d].

“Before this concert I thought Max Roach was the king of  bebop drummers. Now I know he's the king of the drummers.”

-- Jerome Cooper

"Used with permission of down beat, The Soho Weekly News, The Village Voice, The New York Times”

PERCUSSIVE PIANIST MEETS MELODIC DRUMMER by LEE JESKE (down beat, April, 1980)
Maxwell Roach is the most melodic of jazz drummers. Cecil Percival Taylor is the most percussive of jazz pianists. Max Roach plays the jazz trap set with the touch of an angel while Cecil Taylor frequently plays the piano with his fists, palms and elbows. Roach has always been open to innovation, mov​ing easily from bebop, which he helped pioneer, to hard bop to free improvisation. Taylor on the other hand, has been al​most xenophobic, playing his own conceptually two fisted piano, frequently devoid of obvious harmonic and melodic structures, with a small coterie of musicians including saxophonist Jimmy Lyons, a 20 year member of his unit and drum​mer Andrew Cyrille, a 15 year member.

When it was announced that Messrs. Roach and Taylor would be meeting for two performances of duets at Columbia University, the New York jazz community buzzed with antici​pation. 

The first reaction to the pairing of Cecil Taylor and Max Roach was one of surprise, but after a moment's thought the idea didn't seem that farfetched at all. In the past several years Taylor has opened his deeply personal musical con​texts to new ideas, however cautiously. On April 17, 1977 Car​negie Hall was the site of a concert entitled "Mary Lou Williams and Cecil Taylor. A Concert of New Music for Two Pianos Exploring the History of Jazz with Love." Early in '79. Tony Williams' Joy Of Flying LP (Columbia) featured an intriguing duet between the drummer and Cecil Taylor. Max Roach, on the other hand, has been embracing the newer innovations of iazz for the past three decades. Rather than resting on his bebop laurels, Roach quickly formed one of the most influential hard bop bands in the '50s, co-billing himself with the young Clifford Brown. He was, perhaps, the most influential drummer of the '60s avant garde -- Ed Blackwell, Dennis Charles and Sunny Murray all acknowledge their debt to Max Roach's melodic methods on a trap set. During the '70s Roach was at the helm of a quartet which was playing lengthy pieces with few harmonic restrictions, and in the late '70s Max Roach recorded duet albums with Archie Shepp (in Italy). Anthony Braxton (in France) and Dollar Brand (in Japan).

"But the one with Cecil was the one I looked forward to." says Roach. "That one was on my mind all the time. I've known Cecil and we've always said hello and I'd say, 'Cecil, I hope someday we'll do something together.' And he'd say, 'Well, I'm looking forward to it.'" 

"He used to play drums," said Max. "and my first instrument was piano, gospel piano in a church. Crazy!"

Not really crazy. Cecil Taylor is a kind of percussionist. In her book As Serious As Your Life, British jazz critic Valerie Wilmer suggests that every time Cecil Taylor sits down at the piano he is playing "88 tuned drums." Wilmer continues, "Cecil Taylor is different. He has often performed in a solo context but he needs drums, he likes drums. His collaboration with the percussionist is an Afro-American collaboration, an inter​weaving of polyrhythms." Cecil himself told Wilmer, "We in black music think of the piano as a percussive instrument: we beat the keyboard, we get inside the instrument."

Max Roach, on the other hand, is the most melodic of drummers. In The Sound Of Surprise, a collection of his New Yorker pieces, Whitney Balliett wrote, "Though perfectly exe​cuted, his solos are made up of so many contradicting rhythms and disconnected, rapidly rising and falling pyramids of sound that the beat, which they are supposed to be embroi​dering, disappears. Indeed, it is not unusual to find oneself hypnotized by the lightning concatenation of sounds in a Roach solo, and then, astonishingly, to discover that it has been managed wholly without imparting rhythm." 

It was a truly momentous meeting, and one which kept the jazz world buzzing for days. Everybody was impressed and everybody agreed that something happened.

Not long afterward I spoke with Max Roach. "What I think Cecil and I did mainly -- we both were familiar with each other's work, and as Stanley Cowell so aptly put it, we co​existed. We didn't rehearse as such -- what we did was we sat down and dealt with each other as two human beings and when we found out that we could live with our own attitudes and thoughts about life and things in music and liberty and all the other things that people talk about, we knew that we could deal with each other on stage. And it was pure improvisation, we just dealt from that point of view and we knew from experience that something would happen if we went our own ways but were sensitive to each other at the same time. And I think we co-existed."

"Cecil and I both agree that what we want more than any​thing else is the kind of visibility -- we want people to hear the music, so it's not just a matter of people giving us a lot of mo​ney or anything like that. We'd like the people to hear it and just see how they feel about this type of music. This combina​tion takes us into another area -- certainly it does that to me. I was with Dizzy last week and he said. 'Now tell me about these duets.'" The monumental meeting of two of the stylistic fathers to dozens of these young musicians can only be a good sign for the state of the art of jazz at the dawn of the new decade.

A very good sign.

	Cecil TAYLOR
	SEGMENTS II (Orchestra of two Continents): “Winged Serpent (Sliding Quadrants)”
	1985
	43:14
	label: Soul Note 

Cecil Taylor [p, v]; Enrico Rava, Tomasz Stanko (см.) [tp, v]; Jimmy Lyons [a s, v]; Frank Wright [t s, v];  John Tchicai [t s, bass cl, v]; Gunter Hampel [bar s, bass cl, v]; Karen Borca [bassoon, v];  William Parker (см.) [b, v]; Rashied Bakr [d, v]; Andre Martinez [d, perc, v].

All compositions by C.T.

1. Taht (8’50’’)

2. Womb Waters Scent Of The Burning Armadillo Shell (13’04’’)

3. Cun-Un-Un-Un-An (7’10’’)

4. Winged Serpent (13’54’’)

	Cecil TAYLOR
	Olu Iwa
	1986 
	75:31
	label: Soul Note, 1994

rec. 1986

1. B Ee Ba Nganga Ban’a Eee! (48:21)

Cecil Taylor Unit: Cecil Taylor [p]; Earl McIntyre [trb]; Peter Brotzmann (см.) [t s, tarogato]; Frank Wright [t s];  Thurman Barker [marimba, perc]; William Parker (см.) [b]; Steve McCall [d].

2. Olu Iwa (Lord of Character) (27:09)

Cecil Taylor Quartet: Cecil Taylor [p], Thurman Barker [marimba, perc], William Parker (см.) [b], Steve McCall [d].

Would it be an overstatement to put Cecil Taylor in the company of Picasso, Varese, Pound, Balanchine? In other words, to say that he's an elemental force in the art of our century, an innovator, an agent of extremes, one not representative of, but ahead of, his time? Such a decision must be made not on the basis of popularity, or influence. It should be made relative to the heroic nature of his creativity, his integrity of purpose, his singlemindedness of vision. Taylor's energy, stamina, intensity, and invention are legendary. But the issue at the heart of Taylor's music, as it is with all musics based upon improvisation, is not technique, but aesthetics. His music, in all its crushing devastation and exploding ecstasies, profound and prolific, proposes a new language, a new perception of feeling, a new view of Beauty. Nothing less. This is what raises it from the temporal, and elevates it to the level of a spiritual quest, equal to that of John Coltrane, Sun Ra, those rare artists listed above, and precious few more.

It is, of course, a misnomer to call his music "free improvisation"— while it erupts out of spontaneous detail developed by the musicians, there are enough predetermined aspects to identify its compositional nature. Taylor, like Mingus and other believers in the oral tradition, distrusts notation as a means of instigating the creation of music; he's been quoted as saying "I don't think I'd ever want to be considered a composer." Yet his Unit's themes, areas of intervallic choice, and, frequently, verbal imagery meant to heighten the musician's involvement, originate with him, even if the performance's ebb and flow depend upon the inspiration of the moment. He has admitted "...I am the catalyst. I do the feeding, I do the supporting, I do the coloration. I also give them the idea, I present them with the material." His compositions, then, are works in progress, a metaphor for life, altering shape and identity with each new experience, new collaboration becoming an event, an opportunity for change and enlightenment. The key is not the material, but the action, the belief, the commitment.

That said, there are nevertheless formal strenghts and an eloquence of design that inform B Ee Ba Nganga Ban'a Eee! This is an ensemble music, tailored, if you will, to these specific six collaborators, but with orchestral implications relating it to the music of Winged Serpent (Sliding Quadrants) (with his Orchestra of Two Continents, a Soul Note release of two years previous) and Alms/Tiergarten (Spree) (with his European orchestra, an FMP release of two years subsequent). Devoutly organized, the layered patterns of B Ee Ba Nganga Ban'a Eee! embody the low (abyss), middle (earth), and high (astral) registers of Taylor's personal cosmology; with William Parker's bass especially integrated into the thematic continuity of the performance. The presence of Steve McCall, a drummer of delicacy and drive in equal proportion, frees Thurman Barker to concentrate on marimba (and its wooden timbre, rather than that of the metallic vibes, is a crucially African addition to the Unit's coloration) where he can underline and elaborate upon Taylor's melodies. McCall’s cymbals joyously chant; the horns intone a solemn hymn and, galvanized by guest Peter Brotzmann's dramatic push and cry (and the enormous tension generated between those two states of expression), articulate their prearranged parts with voicings that thicken the group sound and whose almost palpable weight give the impression of an even larger body. In most bands it is the drums that generate forward motion, but here it is Taylor, relentless and deliberate, who consorts with angels and cajoles his musicians to reach the same exalted heights.

Sans horns, Olu Iwa (Lord Of Character) loses none of the physical immediacy of the previous performance. If anything, the concentrated quartet shows how density becomes an organizing principle in Taylor's music, as polyrhythms animate and illuminate the implicit motion. Though the music resembles a firestorm of simultaneous emotions, it never seems vague or random, but amazingly accu​rate. The clarity of Cecil's phrasing, even at such extreme speed, is stunning, matched by McCall's clairvoyance. Again, Barker's marimba makes telling statements. This is music that moans; it is meant to terrify, and to heal.

There are other reasons why these performances are unique to Taylor's catalogue. This is, so far, the only issued documentation of the late, much lamented Steve McCall as a member of the Unit. It is, surprisingly, the first recording of Peter Brotzmann with Taylor, too, though he would be a prominent part of the European Orchestra in 1988; Brotzmann's brawny yawp and power suits Taylor's system so one wonders why they've played together so little. It is Earl Mclntyre's only recording with Taylor, and he is in fact the first trombonist to record with Taylor since 1961, when Roswell Rudd joined him for the Impulse Into The Hot and Candid pair of Ellington tunes — ironically, neither issued under Taylor's leadership (Gil Evans on the former, Buell Neidlinger on the latter). Most important, perhaps, is what's missing on this date — Taylor's alter-ego and second voice, the Hodges to his Ellington, Jimmy Lyons. Lyons was undoubtedly too ill to travel to Berlin for these performances; he died a month later. In retrospect, I can imagine Olu Iwa (Lord of Character) to be a threnody for him. Cecil's anger at his loss breaking through the sorrow. He may not have intended this, yet there's something in the character and breadth of Cecil Taylor's music that evokes such feelings, feelings that somehow reach states of being that express more than we know, or more than we're aware we know.

— Art Lange, October 1993

	Cecil TAYLOR
	For Olim
	1987 
	44:47
	label: Soul Note

Cecil Taylor [p]. 

Recorded live 1986. 

All compositions by C.T.

l.  Olim* (17’41") 

2. Glossalalia -- part four (5'44") 

3. Mirror And Water Gazing (4'01") 

4. Living -- dedicated to Julian Beck (6'59")

5. For The Death (1'33")

6. For The Rabbit (3'41") 

7. For The Water Dog (1'44") 

8. The Question (3'04")
*Olim – an Aztec hieroglyph meaning movement, motion, earthquake.

Since Cecil Taylor recorded his first album 32 years ago, jazz has changed irrevo​cably. In the mid-fifties, when he began his career, jazz was heading towards cliche: hard bop was the language of the day. Taylor, along with John Coltrane and Ornette Coleman, put an end to that, destroying the codifications of cyclical harmony, pre​scribed rhythms, and a limited harmonic palette. To hear exactly how radical Taylor's innovations were, listen to his 1955 version of Monk's "Bemsha Swing," from In Transi​tion. At the time, Monk was still underground, a year from making Brilliant Comers; John Coltrane was still an apprentice with Miles Davis; Ornette Coleman was working an elevator in Los Angeles; America was Eisenhower country, years away from Viet​nam. Yet there is Taylor, swinging hard, but already exhibiting trademarks of his mature style -- clusters, abrupt emotional shifts, a rhythmic conception unlike anything ever heard before, and a tendency to treat the song not as a set of boundaries to work within, but as a starting point for motific improvisations following his, not the song's, logic.

Taylor is one of jazz's most musical players: he's acutely aware of what he plays, the ramifications of violence, of drama, of silence. He has the gift -- Charlie Parker had it also -- of making each virtuoso phrase follow logically from another, and lead to a third. He knows the effects conjured by attack, knows how to manipulate texture, how to use dynamics to weave a variety of moods into his improvisations. And, importantly, by working out improvisational rules for his groups, he's been able to take the organic evolution a soloist uses to shape a solo and to transfer it into a group context.

I'll never forget a night I spent in California, listening to Taylor for the first time. The opening set was a mystery, obviously virtuosic and chillingly passionate, but utterly unlike anything I'd heard before. Halfway through the second set, I figured out that the group was having a conversation, that they were following a set of rules for commu​nication that allowed for formal variation, that tne rules themselves had been pared down to allow as much unobstructed self-expression as possible. Not that it was democratic: Taylor was cueing melodic motifs for the band, and the soloists followed each other, but how and what they could play was much less circumscribed than standard. He had arrived at a point where form itself was improvised.

But I've been setting up an academic case for Taylor. Most important -- and irreducibly, since precedence for some of his pianistics can be found everywhere from Jelly Roll Morton's "Grandpa's Spells" to Henry Cowell, Herbie Nichols, Olivier Messiaen, and Beta Bartok -- is his construction of a musical personality. Taylor touches the piano like no one else in the world, eliciting a tone that's at once steely and fragile. He draws on a frighteningly extreme range of emotions in his performances, making him perhaps the most unabashedly candid of any performer alive. Devoid of any simply-defined attractiveness, his playing moves into areas of raw intensity which, in their straightforwardness, take on a singular beauty. The most baroque of jazz pianists since Tatum, Taylor turns detail into a scary sort of realism, the document of a mind at work. And in his wide range of pianistic techniques, he offers a metaphor for pluralism and experience.

For Olim was recorded during Berlin's Cecil Taylor Festival. As it's a solo recording, the massiveness of Taylor's individuality and control can be appreciated clearly. For example, For Olim, like many of his solo performances, starts out clipped and tension-filled. As the piece, one of a series of connected works, progresses, Taylor fills in the spaces, offering shards of color. An introspective flash of a Ravelesque chord sprints by, a cluster charges the fragmented drama of the piece, melodies -- which are becoming more common in his work -- appear. Using the expanded range (96 keys) of a Boesendorfer, Taylor squeezes the piano of its overtones, only to chop them down with his foot pedal before they sustain too long. The second piece, "Glossalalia, Part 4," starts out more aggressively, breaking into a section where Taylor's hands ring out at extremes of the keyboard, an example of the variety in his solo works, and a hint of the diversity he shows throughout this recording. By the time "For Olim" is over, it's hard not to feel the pressure of its importance. After 32 hard years, Taylor's intensity still challenges us to live more thoroughly, to be more honest. Individual, uncompromised, he still keeps the radical edge.

-- Peter Watrous

	Cecil TAYLOR
	The Hearth
	1989 
	61:31
	label: FMP

Cecil Taylor [p], Tristan Honhinger [cello], Evan Parker (см.) [saxs].

1 track recording

JUNE 30th, '88 

For Musicians only!
As with only a few improvisors from the FREE JAZZ fraternity, Parker and Honsinger -- even though of entirely different character and at​titude -- represent a certain type of player, de​scribed by Bailey as the "pro-instrument orientated" player, which only this type of music has produced. Both have got their own sound and a unique, clearly formulated language, and above all, an inspired gift for their instrument -- in​spired in the sense of being blessed with certain natural abilities -- as if they had been "just made for the job".

Taking all this into consideration, this trio, as one of the groups presented during The Big Berlin Workshop, was maybe the most de​manding and also the most difficult of the for​mations. The 'chamber music' like sound laid bare the textures with microscopic accuracy thus allowing the audience to witness the dramatic amalgamation of those so-called creative impulses and their reciprocal cancella​tion in a refined and extremely differentiated manner.

In the long introductory duet from the tenor sax and cello, accompanied by plenty of singing, it feels at first more like the 'comings and goings' in a bird coop instead of 'together' and the so-called 'Cries of the Master' die away unheard in the dessert or are taken up by the saxophone and regurgitated.

When Taylor finally joins in with the first stac​cato bass notes, the piano immediately takes over the leading role. And already from here on it becomes apparent how much easier it is for both Parker and Honsinger to play in duo with Taylor, than as trio. And so it's about these duets between Parker / Taylor and Honsinger / Taylor that make this recording worthwhile. The trio seems to work best in those passages where actual three-dimensional activity is tak​ing place, where the different layers that are being worked with, remain, over longer periods, quite separated.The latter, being, in improvised music, an especially difficult task, and rarely accomplished, so that for the listener, multi​ple voicings in a complicated form can be made comprehensible. Or moments where the pitches and accent interference patterns melt into one, and you can feel that magical "swing". In the trio sections, firstly, its only in the iso​lated, and pointillistic structures where it comes together. These structures become more com​plex and differentiated, and towards the end the density of the ensemble playing steadily in​creases. As epilogue, Taylor brings forth one of his indecipherable vocal offerings which is, at this stage, underpinned by some accurate and precise counterpoint from the other two players.

Spontaneous improvised music (in this case Free Jazz) is only valid when it carries itself, where comprehensible structures are created and where a certain period of time is allowed to elapse, before further development takes place. This trio recording brings into focus the dramatic process of creating music of such quality, whith all its highs and lows, the straying from the path, and the finding of the way back to terra firma.

Alex von Schlippenbach (см.)

	Cecil TAYLOR
	Live in Vienna
	1991 
	71:12
	label: Leo

Cecil Taylor [p, poetry]; Carlos Ward [reeds]; William Parker (см.) [b]; Leroy Jenkins (см.) [vln]; Thurman Barker [marimba, v].

JAZZ IS RITUAL THE POETRY OF SONG DANCED THROUGH

A Cecil Taylor poem for several voices converging opens this recording of a Vienna concert, voices insistent, chanting, drumming, speaking in colliding tongues. This para​dise of "noise" is a threshold that must be crossed to enter the event, ritual as much if not more than concert, by this edition of the Cecil Taylor Unit. Ritual, more than any form of jazz entertainment, implies that as listener you must sacrifice a dull habit to experience the immense transformative power of ritual. The habit to be surrendered? Inattentive listening to the multiple voices of song and dance finding their stomping ground here.

Taylor's music has always been, continues to be the dance, drama of poetic song, saga of mountains and valleys, marriages of heaven and hell. Each unit he works with represents a refinement of that dance of highs and lows, a fine-tuning of an obsession, a re-search into just how deeply the strain of the Afro-American soul improvisation can go. The current CT Unit penetrates into the quickening heart of the flame. Sharing the intensity of Taylor's classical training, violinist Leroy Jenkins creates a clearly etched melodic web in every way as vibrant as Taylor's, re-calling the disarming mix of gypsy-duende lyricism and conservatory rigor that marked Michael Simpson's playing with Albert Ayler. William Parker opts for that thunderously supple bass sound that characterised past Unit bassists like Sirone. And Thurman Barker's explosive cymbal splashes and snare drum attacks bring to a new flowering the earlier pyrotechnics of Sunny Murray, And Carlos Ward on sax and flute, refusing the hopelessly futile task of "replacing" the late Jimmy Lyons, works stubbornly and heroically with the terms of his own tonal sensibility, less sharply angular than Lyons, but throbbingly cathartic and respon​sive to every Taylor permutation.

But like all rituals, this one has a swirling centre: the vortical energy of Taylor's piano issuing those waves upon waves of arpegious, comet-blazing tonal blusters, playing each note (spread of every chord like a spread of cards in a Tarot hand?) as if the furtherance of a life depends on it (it does, that is ritual's magic). Harping upon the piano's interior as harp, beating the tuned drums the 88 piano keys are, Taylor trans​forms keyboard into orchestra and type-writer at once. A poem is ritually realized through this instrument, dark woollen body this live body injects voice into, burden/ beast/saviour, but also an alembic, dark tunnel, mystery chamber, ark.

The poetry of the Cecil Taylor Unit here is not a vaguely misty romantic wash -- it is a muscular penetration of questing voices sounding-out the ever-new faces of a world only the most bravely creative of artists make real through ritualized imagination-made-flesh. This Vienna concert invites you to dance the poem that makes another sunrise possible/compels this dark country to pass through the ritual song and dance of a supreme Africanization. Are you ready now to enter the dance?

	Cecil TAYLOR
	Double Holy House
	1993 
	61:29
	label: FMP

Cecil Taylor [p, v, perc]. 

Music&lyrics by C.T.   

Rec. 1990

1) Squash People (6:33)

2) Eyes Within The Voice / Eucalyptus Intersection And Failure To Appear / Feather Upon Brow / Roses (54:56)

Cecil Taylor Music & Poetry

The body and the voice. The instrument an extension of the body, and the voice a mirror of the inmost soul. The continual challenge of having to bring the thing to life, of having to give it its own special identity. To get to the point: a black box set in vibration. In this respect it would seem as though it is easier for wind instrumentalists than for pianists. But nevertheless one can recognise Cecil Taylor as soon as he has played a few notes -- whether they be furioso clusters or slightly varied single notes.

Cecil Taylor spoke of the "vocal sound" of the piano. "Letting the group sing" when playing together was something he once learned from Duke Ellington. For Taylor the soloist music always means complete involvement, an involvement which demands both physical energy and the use of the voice. The recording of this concert presents the intrumental and the vocal in a condensed form and thus intensifies their effect. A new dimension is created by the introduction of pre-recordings of Taylor's voice and the sparing use of percussion. Cecil Taylor once said that above all he had always endeavoured to be a poet -- a poet on the piano, and a poet in thought feeling and expression. Although recordings of Taylor's poetry -- which he calls "music in print" -- do exist his real medium seems to be situative or oral communication. In this he follows the Afro-lndian-American tradition. Even if his music seems to be refined to the extreme, and is heard in the context of the contemporary avant-garde, one cannot deny that something in it echoes the heritage of oral cultures, something which seems to be related to the African Griots or Indian story-tellers. Although the musical atmosphere is created for the main part by the voice -- on a different level, like the text of a song which someone is interpreting -- here too Cecil Taylor succeeds in amazing us by the clear and dynamic way in which he plays the piano: with ever softer sounds which however never become sentimental, and an ever increasing terrific intensity which never blindly rages. He reaches a complexity of spontaneous, formal creative power which one could consider to be the foundation of his way of life and his work.

The whispered words, the beseeching phrases, often spoken in a husky voice, form a contrast to the sonority of the piano. But the way in which Cecil Taylor combines the spoken word with music, the way in which he comments musically on his own vocal expressions, creates a feeling of wholeness and emotional dedication. We are moved by the physicality of the voice and the mysticism of the poetry.

The word order used reveals a very personal mythology, an awakened dream-world, a sensual philosophy. Memories and reflections, magic formulars, references to childhood, adolescent and adult haunts. Anyone who tries to "understand" as one would expect to understand an essay, cannot gain anything from it. If you open yourself to Taylor's music and poetry, you have to be free of any inner compulsion to interpret and discuss, and be able to experience the sound in its entirety. In Taylor's poetry of sound, tones take on meaning and words become sounds. The boundaries between the sensual and the intellectual fade. The sociologist Ben Sidran writes that in oral cultures communication takes place on a very physical level. A member of an oral culture would never remove himself intellectually from his surroundings, he always remains part of them emotionally. One could draw the conclusion that the use of the instrument and the voice in Cecil Taylor's work create movement or at least an illusion of movement, that they create a kind of dance. Those who take the trouble to understand the music experience this either live or in retrospect.

Taylor creates enormous arches of tension in music and poetry whereby he instinctively knows how far he can stretch them before they reach breaking point. Much takes place between opposing spheres: between heavy, earthy sounds, and airy, floating notes, between extremely lyrical passages and some which are so dramatic that you feel as if you have become involved in an all-out argument. Sometimes Taylor's music and language seem very direct and at other times shy and introverted. All this ranges between love and fear. We sense danger just as much as we sense vulnerability and tenderness.

After the concert in the Bechstein House in Berlin I wrote: He runs out almost cowering, whilst the applause still thunders. He played much longer than was intended. You cannot really work according to plan as far as Cecil Taylor is concerned anyway. He slips away with a spring to his step. He has given himself body and soul. A survivor of musical material battles who knows that the sequence of chords is not all important. What is important is the labyrinth of passions. Taylor does not come back. Everything has been said. For a time the audience is speechless. Afterwards they are left with the feeling that they want to say something, the feeling of having been moved by the sound.

Bert Noglik

	Cecil TAYLOR
	Momentum Space
	1998
	59:58
	label: Verve

Recorded on August 4 and 5, 1998 at Avatar Recording Studio, New York City.

Dewey Redman (см.) [t s]; Cecil Taylor [p]; Elvin Jones [d].

1. Nine (Redman) 10:52

2. Bekei (Jones) 4:19

3. Spoonin’ (Redman) 7:27

4. Life As (Taylor) 8:31

5. It (Taylor) 7:15

6. Is (Taylor) 20:47

7. Dew (Redman) 0:49

THIS RECORDING IS SHOT THROUGH WITH memories, ghosts and links to the past. At the same time, it is as thoroughly now as anything you will hear all year. Given the personnel, links with Ornette Coleman and John Coltrane inevitably arise. Taylor played with Coltrane long before Jones became part of Coltrane's great quartet. And it is thirty years since Redman and Jones (plus Jimmy Garrison) joined Coleman to record his two Blue Note studio albums. "Spoonin'," a Redman composition, sounds like a reworking of the melody of "Lonely Woman," albeit with a very different mood -- Coleman's poignancy being replaced by a fiery aggression. Of the seven tracks, three are solo vehicles -- one for each protagonist; one a sax/drums duo; another a piano/drums duo. That leaves just two trio pieces, and these are the heart of the album. Fortunately they occupy over half the running time.
The blues has always inflected Dewey Redman's playing (just like Ornette Coleman's) and as a result the influence of the blues on Cecil Taylor sounds more obvious here than it has been recently. Wonderful as Taylor's music with European players has been since Berlin 88, it is good to here him playing with Americans with whom he shares roots. Although the pianist could be no one but Taylor, he plays here more as a group member than as a leader. Elvin Jones remains as potent a drummer as ever. Throughout, the sheer power and drive of his playing are irresistibly propulsive. This is a trio of equals. 

------- JOHN EYLES, Resonance (UK)

	(Cecil TAYLOR)
	The FEEL TRIO: “Celebrated Blazons”                         
	1993 
	56:43
	label: FMP

Cecil Taylor [p, v]; William Parker (см.) [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.

	Richard  TEITELBAUM
	Concerto Grosso
	1988 
	54:53
	label: hat ART

Anthony Braxton (см.) [winds, etc.]; George Lewis (см.) [trb, etc.]; Richard Teitelbaum [p, synth, etc.] исполняют трехчастное сочинение Richard’a Teitelbaum’a «Concerto Grosso for Human Concertino and Robotic Ripieno»:

Invenzione      17’49”

Fantasia          17’58”

Capriccio         19’00”

  “Concerto Grosso. The most important type of the Baroque concerto, characterized by the use of a small group of solo instruments, is called ‘concertino’ or ‘principale’, in contrast to the full orchestra, called ‘concerto’, ‘tutti’ or ‘ripieni’... The earliest known examples of the concerto grosso principle occur in two ‘Sinfonie a piu instrumenti’ by Alessandro Stradella (c. 1645-82). Some concerti grossi by Corelli (1653-1713), although published much later, would seem to be of a date close to Stradella’s, because they show the patchwork structure of the earlier canzone, with quick changes of a considerable number of short ‘movements’...”  — Harvard Dictionary of Music.

  The form of the ‘Concerto Grosso’ is that of a group of three acoustic instrumentalists (piano, winds and trombone) who, while performing the function of the ‘concertino’ (solo) group in the traditional concerto grosso, also ‘direct’ the computerized ‘ripieno’ (orchestra) which is made up of two mechanically-played pianos, digital FM synths and samplers. [...]

	Richard  TEITELBAUM
	Duet: Anthony Braxton & Richard Teitelbaum, Live at Merkin Hall, NYC
	1996
	74:22
	label: Music and Arts of America (USA)

Anthony Braxton (см.) [a&s&sopranino sax, soprano&b-flat&contrabass cl, fl]; Richard Teitelbaum [Kurzweil K2000, Macintosh Powerbook 160 running ‘Marx Brothers’ interactive Max patch].

A Note on the Interactive Set-up:

The computer program I was using in this concert is a MAX patch that has evolved over a number of years, starting with the Patch Control Language (PCL), a pre-MlDI system I devel​oped with engineer Mark Bernard in the early '80s for my Digital Piano System. The first MAX version was written in 1989 by Chris Dobrian and later revised by Michael Wu. In this concert, musical input to the system was picked up either from my keyboard or Braxton’s winds (or neither or both), the lat​ter through an ILV Pitchrider, which converts acoustic pitch and velocity information into MIDI signals to be read by the computer in real time. Thus, at certain points in the music, melodic doublings between a sax or clarinet and the electronics were made "automatically" by Braxton playing into a special, dedicated microphone connect​ed to the Pitchrider (for instance at 5:47 of the first set). At other times, he triggered percussion samples (e.g., at 40:35 of the second set), or other sounds (including samples of himself, among others), and the comput​er responded to the live input with more complex interac​tions—delays, transpositions, inversions, different instrumental colors and various random changes—of its own. The choic​es of when and how control passed from the keyboard to the winds, and the degree of pre​dictability of the interactive responses were freely chosen by the musicians during the performance.  —  RT

Richard Teitelbaum
Composer/improviser Richard Teitelbaum is an acknowledged pioneer in electronic music, working with classical forms, jazz improvisers and world music. While on a Fulbright to Italy he studied composition with Luigi Nono. He introduced Europe to the Moog synthesiz​er, and was a founder, with Frederic Rzewski and Alvin Curran, of Musica Elettronica Viva in Rome.He studies shakuhachi flute with master Katsuya Yokoyama, and wrote Blends for shakuhachi, synthe​sizers and percussion. The Digital Piano System, an inter​active, multi-piano performance system, earned Teitelbaum the PrixArs Electronica 1987. His recent GOLEM: An Interactive Opera, employs a real-time, MIDI-controlled videodisc sys​tem by which live music "ani​mates," edits and controls moving images on screen. As a performer he has collaborated with Steve Lacy, Phillip Glass, Nam Jun Paik, Fred Frith and Lee Konitz.

Anthony Braxton

Anthony Braxton is one of the world's most original and cre​ative musicians. A master instrumentalist on saxophones, clarinets and flutes, a brilliant improviser and an outstanding composer of operas, string quartets and orchestral works, he has made over 90 recordings as leader and pub​lished three volumes of musical philosophy plus five books of composition notes. In 1994 he was a recipient of the presti​gious MacArthur Foundation "Genius" Award.

	Okay  TEMIZ
	Magnet Dance
	1995
	63:11
	label: Tip Toe -- a label of ENJA Records (Munich)

Hasan Girnataci [cl]; Ergun Senlendirici [tp]; Ahmet Ozden [zurna]; Haci Rustem Cembeli [darbuka]; Patrik Lax [d] Okay Temiz [perc].

"Okay Temiz, a percussionist with a battery of timbales, congas, cymbals, and what-nots, exploded. Okay's 'Magnetic Band' featured traditional instruments alongside a clarinet and a trumpet. Okay's music is a 'fusion' of Eastern tunes with salsa, samba, funk, and other foot-stomping, head-bopping, ass-wriggling grooves where '1' is never where expects but is felt and is staggering." (Down Beat's Michael Bourne reviewing)

A classically trained Turkish percussionist and raised in Turkish folk music, Okay Temiz developed his own innovative percussion style and a personal approach to multi-cultural music. When he first left Turkey in the '60s, he was one of the very few Tukish musicians equally acquainted with Western and Middle-Eastern rhythms. He gradually gained recognition for his unique blend of Turkish folk melodies with Western jazz improvisation and lots of African and South American rhythms.

	The TEMPTATIONS
	For Lovers Only
	1995
	53:45
	soul-jazz

	Jimi TENOR – см. в 'Acid'
	
	
	
	

	TETHERED MOON – см.: KIKUCHI, PEACOCK,  MOTIAN
	
	
	
	

	THE WORD – см. John MEDESKI
	
	
	
	

	THIRD PERSON
	The Bends
	1991
	73:13
	label: Knitting Factory Works (NY)

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

Tom Cora (см.), cello

Samm Bennett (см.), percussion, samples

with:

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

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

Chris Cochrane, guitar (14) 

Nic Collins, electronics (4, 13, 17) 

Catherine Jauniaux (см. c Zeena PARKINS), voice (1, 15)

Myra Melford, piano (12) 

Zeena Parkins (см.), harp (7, 19) 

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

1. La Mystere de la Chambre Jaune

2. Everybody Chews

3. People Want Happy Some

4. A Country Wedding

5. First Thirds

6. Greazy Bag

7. Procedure Against Rain

8. Utah

9. The Deciding Machine

10. Snake Oil

11. Mama Chauffage

12. Optic Nerve

13. If We Were Talking About

14. Never Home

15. Bibandum

16. Weaklings

17. When A Hat Gets Lonesome

18. Tackle

19. Girl Tying Her Shoe

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

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

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

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

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

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

--- Kevin Whitehead

	THIRD PERSON
	Lucky Water
	1995
	60:02
	label: Knitting Factory Works (NY)

Kazutoki Umezu (см.) [a&soprano saxes, cl, penny whistle]; Tom Cora (см.) [cello, live cello sampling]; Samm Bennett (см.) [d, perc, samples]; + Bob Van (см. тж. BOBVAN в 'Alternative') [pre-mastering and sequencing].
The concept behind Third Person is that a new musician will join Bennett and Tom Cora for each gig, clearing the path for musical mayhem and/or masterpiece. 'Lucky Water' features Japanese sax master Kazutoki Umezu on all tracks! This is second Third Person CD, released in 1995.

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

	The 13th TRIBE
	Ping Pong Anthropology
	1992
	57:59
	label: Recommended No Man’s Land / Review Records

Erik Balke [Pan-Bone (1,2,7,8,9), B-flat PVC-clarinet with oil can resonator (4,6), percussion oil can]; Werner Durand [pan-ney (1,2,3,7,8,9), F PVC-clarinet (5), F PVC-clarinet with oil can resonator (4,6)]; Silvia Ocougne [hammered and plucked ac. guit. (2,3,4,6,8), pan-cussion (1)]; Pierre Berthet (guest musician) [bendir (8,9), pipe drum (5)].

Acoustic Ambient

Imagine a game of precision table-tennis, where a complimentary balance of body move​ments maintain a ball in perpetual motion. Opposing play​ers lock themselves in an abstract dialogue in which the synchro​nization through hearing of the "ping-pong" in all its subtleties becomes an end in itself.

Imagine yourselves in the Solomon Islands or among the "Gidole" tribe of Southwest Ethiopia, where, in collective music-making events, participants in a circle each produce one tone on a tube without fingerholes, the singular "breaths " interlocking within a hocketing rhythmic and tonal pattern of ever-increasing complexity.

The music on these recordings is likewise an exploration of delicately balanced harmonic and rhyth​mic constructions unfolding in a context of duration. The musicians have participated in an unusually intensive performing process where the use of digital time displacement creates a sonic result which is more than the sum of its parts. This process involves an extreme acoustic attentiveness on the part of the players in which multiple "call and answer" sound gestures gradually interweave an intricate carpet of ornamented tone colour and symmetry, echoing an archetypical music within a modernist context. The instruments themselves have been created with timbral consequences in mind: tubes without fingerholes performing in the natural overtone series: plexiglass tubes played with "ney" and horn embouchure and PVC clarinets, sometimes blown into resonating chambers or struck percussively; prepared acoustic gui​tars whose strings are hammered, plucked and pulled; skin head drums.

The musicians contributing to this distinctive ensemble come from a diverse range of backgrounds and cultures. Werner Durand, born in Karlsruhe, Germany, began developing the use of tubular instru​ments in conjunction with digital delay in 1984 and he formed this ensemble in 1990. He has studied Indian and Iranian classical music and has performed his own music and that of numerous new-music composers. Erik Balke, born in Furnes, Norway, is a saxophonist who has performed ex​tensively in Jazz improvisation contexts, created music for theatre, played Scandinavian folk music and has studied African and Balinese music. Silvia Ocougne, born in Sao Paulo, Brazil, has, as an accomplished guitarist, performed in countless musical settings in​cluding contemporary, Jazz, early music, Third Stream, Classical and Brazili​an styles. Pierre Berthet was born in Brussels, Belgium. He has perfor​med as a percussionist within contemporary and improvised music and has created homemade percussion instruments and sound installations.

Arnold Dreyblatt

	THIRD RAIL – см. J.B. ULMER
	
	
	
	

	THOLLOT
	Contact
	2002
	45:54
	punk-fusion

label: Soleil Zeuhl (Paris) soleilzeuhl@aol.com
Francois Thollot [g, p]; Philippe Bussonnet [b]; Daniel Jean D'Heur [d, p, synth].

Rec. 2002, France

	Kid  THOMAS    ('Kid Thomas' VALENTINE)
	Kid Thomas and his Algiers Stompers
	1960
	49:50
	label: Riverside Records (Fantasy Inc) (CA, USA) 1994; Limited Edition Series: New Orleans / The Living Legends

Kid Thomas [tp, slapstick]; Louis Nelson  [trb]; Albert Burbank, Emil Barnes [cl]; Joe James [p]; Homer Eugene [banjo]; Joseph Butler [b]; Samuel Penn [d]. (некоторых участников этого состава см. тж. с: Percy Humphrey)

"KID THOMAS" is a house painter, a handyman, and the leader of the hardest-driving New Orleans jazz band since Bunk Johnson's.

Thomas Valentine (his actual, though seldom-used, name) was born in 1896, in Reserve, Louisiana, which is in St. John Parish, just up the river from New Orleans. His introduction to music came early: his father was trumpet player and instrument-keeper for the Picquit Brass Band, and Thomas and his friends would slip into the room where the instruments were stored to try them out. He had developed into a pretty good valve trombone player by this means before his father gave him a trumpet of his own and made him promise to leave the band storehouse alone.

One of Thomas' earliest musical memories underlines a pride and determination he has never lost: one night at a dance in Algiers (across the river from New Orleans), his band was matched against that of Henry "Red" Alien — who was known in those days as "Sonny" Alien. The judges awarded the prize, a leather briefcase, to Alien, which made Thomas so furious he stormed out to get a policeman. According to Thomas, the policeman let the crowd decide the winner by applause and then made Alien give the prize to Thomas. (Alien says he doesn't recall anything about applause, but he does re​member that it was quite a nice briefcase and that Kid Thomas ended up with it.)

Ever since he first came to New Orleans to play, shortly after the close of World War I, Thomas has preferred leading his own small groups to playing in other bands. Thus not too many of the New Orleans musicians worked with Thomas, but they all knew his reputation for maintaining a tough little band and having most of the jobs playing for white people on the West Bank of the Mississippi sewed up. Since the early 1930s, the dance halls and night clubs that dot the highways in Algiers, Marrero, and Westwego were the stamping grounds of the Kid Thomas band. The Cajuns and other working-class folk who came every night of the week to hear him had grown up listening to this music. These listeners were not tourists suffering from the delusion that Dixieland must be synonymous with cornball antics, razzle-dazzle solos and racehorse tempos, and it was their natural acceptance of the music almost as much as the attitude of the musicians themselves that enabled the band to preserve for so many years something very close to a pure New Orleans sound.

The typical Algiers dance hall crowd may have been a bit on the rough side, and so was the music they pre​ferred. Still, it was primarily a dancer's music, rich in melody and regular in tempo. To keep the kitty full, the band played a little of everything: waltzes, marches, blues, even rhumbas, and pop tunes, both old and new. Until the Summer of 1960 it was still possible to hear the Thomas band in what amounted to its natural setting: Fireman's Hall, the Tip Top, or the Moulin Rouge. In those spacious halls you could buy a bottle of beer for a quarter or a drink of hard liquor for not much more, and listen to Thomas' powerful trumpet ringing out over the noise of the crowd and the enormous electric fans.

But a steady deterioration of business at these clubs eventually led some owners to install juke boxes or to hire hillbilly or rock-and-roll bands, in an effort to attract customers of another generation. Some West Bank dance halls, like most of those across the river, closed down altogether. To hold his band together, Thomas has been seeking other kinds of jobs. At the time of this recording, they were playing for tips every Sunday after​noon at a French Quarter art gallery. Two concerts at Tulane University have helped Thomas to get some dates along fraternity row, and they have played for a law school picnic and at the opening of a softball league. Such jobs however, are still too few and far between, and Thomas haunts the night spots that were once the source of his bread and butter, hoping to come up with a regular engagement. Everywhere he is told that times have changed, that the oldtimers are not coming out to dance any more, that business is bad. Day jobs as house painter and handyman provide only a very meager living, but more than just financial necessity keeps Kid Thomas going. He is well aware of the tradition that his band represents and he knows that when it finally does break up there will not be another to take its place. . . .
In terms of the history of jazz recording, Thomas' trumpet style is almost prehistoric. One of the few good trumpet men left in traditional jazz who has not to some degree been influenced by Louis Armstrong, he is the closest we can hope to get to Freddie Keppard and the other pre-Louis players. His phrasing is simple and direct, sometimes abrupt and rhythmic rather than melodic. No man in town can drive a band with as much force.

The Thomas band lineup here is, with two exceptions, his on-the-job group. The Kid added the versatile Homer Eugene on banjo to his already powerful rhythm section. Joe James, a wonderful time-keeper, who may occasion​ally be short on the right changes but is always long on soul, is Thomas' perennial piano player. Sammy Penn is an exuberant and suprisingly modern drummer. The strictly down-home bass, Joe Butler, is a neighbor of the leader's in Algiers. Louis Nelson, a superb musician who is largely responsible for the cohesion in the band, played trombone as usual and "The Clarinet Wizard," Albert Burbank — the other non-regular — was the third horn. (Although Thomas himself favors the classic front line of trumpet, trombone and clarinet, he has in recent years used saxophones in his band, for the very practical reason that it has become increasingly difficult to find clarinet players with tone and drive enough to make themselves heard in the ferocious Thomas-Nelson ensembles. But for this occasion, clarinet was obviously a necessity, and it was hoped that Emil Barnes, who had come out of retirement to play beautifully with Thomas during the Summer of 1960, would be able to make the date. But Emile had suffered a stroke in October and at the last moment the decision was that he was still too weak to play. Luckily, Burbank lives just around the corner from Les Jeunes Amis Hall, where the recording took place. He was called for this session five minutes before it was to begin — with wonderful results.)

The tunes on this album provide a good cross-section of the material Thomas uses on a job: pop tunes, blues, a parade hymn, and two of the fast-paced jazz standards (That's a Plenty, Panama) that are hits with the college crowd. The title of one of the Kid's favorites, included here, can serve to pretty well sum up his personal attitude about his music and its uses. A few years back, when the Moulin Rouge was still in its heyday, a group of jazz fans sat at a table in stony-faced silence, pondering such serious questions as whether or not Buddy Bolden's band had sounded anything like the Thomas group, while all around them people danced or chatted happily. Final​ly, Kid Thomas pointed his trumpet directly at them and stomped the band off on Smile, Darn You, Smile.

	Malachi  THOMPSON
	«47th Street»
	1997
	70:47
	label: Delmark (Chicago)

Malachi Thompson [tp]; Billy Harper [t s]; Steve Berry [trb]; Kirk Brown [p]; Harrison Bankhead [b]; Dana Hall [d]; + vocals (#1, 7, 10).

47th Street

Is It Not True Simply Because You Cannot Believe It

X

CJ’s Blues

Some Freebop For Monk

Miyako

African Sun Dance

MYSTERY OF JAAZ (Suite)

Discovery, The House Of  Jaaz

An Elevated Cry

Lamentation / The Harmony of Yah

	Henry  THREADGILL
	You Know The Number
	1986
	45:44
	Henry  THREADGILL -- постоянный победитель “DownBeat readers/critics poll winners” в категории: Composer / Flute
Henry  THREADGILL – см. тж. с: AIR; MATERIAL;
label: Novus, edition: 2002

rec.: October 12 - 13, 1986, New York. 

All selections arranged and composed by Henry Threadgill
HENRY THREADGILL, bass flute, alto and tenor saxophone; RASUL SADIK, trumpet; FRANK LACY, trombone; DIEDRE MURRAY, cello; FRED HOPKINS, bass; PHEEROAN AKLAFF (left) & REGGIE NICHOLSON (right), percussion. 

Recorded directly to two-track digital tape at Uptown Chelsea Sound, New York City, October 12 and 13, 1986.

The ability to create images—images which, conjure up a sense of place; shimmering, mysteriously clear images which disappear only moments before being embraced. The ability to create such images is rare magic, and Henry Threadgill is a magician.
Henry's magic is rooted in the simple truth of a story to tell. If we survive long enough, we will all arrive at the point where it makes sense. The ability to com​municate this realization, however, is extremely rare. In many ways, "You Know the Number" represents the rare convergence of hard-won awareness with exquisite expressive means.
To understand Henry and his music, I think it helps to give Chicago as a reference point—the Chicago of some 30 years ago. Henry describes this place as "a big country town as far up south as you can get." It is said that jazz grew up in Chicago, where Henry formed his style. The flow of energy was from north to south, and Chicago was the recipient of regional vitality, a pooling place for diverse talents lending itself to an integrating, synthesizing eclecticism. Chicago produced a host of musicians who assumed a central role in the tradition.

The formal range within the music is, however, only the raw material from which creative expression is formed. It is the affective range of the music which is truly remarkable. What first struck me about Henry as a composer and performer was his emotional honesty. Here was a man in the process of self-confrontation; working through; "reconciling."
As I sat listening to the music contained within, the intense effects took the form of images. It became clear that the genius of this music lies within its ability to exist in the ambiguous space between the artist's personal vision and our emotional projections. These are musical narratives, dramatic tales which finally take on the familiar tone of the listener's own voice.
Let's bring this home with a final reference. If it is true that the music grew up in Chicago, it certainly calls New York home. It is there that Henry Threadgill survives and creates the unfolding image of an enduring tradition.
— ROBERT CRADDOCK

1. Bermuda Blues

2. Silver and Gold Baby, Silver and Gold

3. Theme from Thomas Cole

4. Good Times

5. To Be Announced

6. Paille Street

7. Those Who Eat Cookies

	Henry  THREADGILL
	Easily Slip Into Another World
	1987
	47:00
	label: Novus, edition: 2002

rec.: Sept. 20, 1987, New York.

1. I CAN'T WAIT TILL I GET HOME - Olu Dara
2. BLACK HANDS BEJEWELLED - Henry Threadgill
3. SPOTTED DICK IS PUDDING - Henry Threadgill
4. LET ME LOOK DOWN YOUR THROAT or SAY AH - Henry Threadgill
5. MY ROCK* - Henry Threadgill
6. HALL** - Henry Threadgill
7. AWARD THE SQUADTETT - Henry Threadgill

HENRY THREADGILL, alto saxophone, tenor saxophone, clarinet, and arranger; RASUL SIDDIK, trumpet; FRANK LACY, trombone, french horn, flugelhorn; DIEDRE MURRAY, cello; FRED HOPKINS, bass; PHEEROAN AKLAFF, REGGIE NICHOLSON, drums.
September 20, 1987, Mediasound Studio, New York City.
*AISHA PUTLI, vocal, September 21. 

** Dedicated to Muhal Richard Abrams

Right here on this corner, Henry Threadgill's other world blows momentary epics, blue decodings from the hidden faces of Ellington, Mingus, the unheralded off-bops of South Side players and second-lines pacing the Crescent City. Blue-black space. Look down a local throat and say Ah—bright decodings slap, grab, snort, gab, cavort, twine like rivers down that hall. Sweet laughter greets the ear. Sweeter than a bearded man's caress on a woman's back, sharper than a panama, broader than the smiles of brass in moaning unison. "All things appear."

Right on this corner, the cacaphony of lovers, caught in a grinding stomp turn. A dance that starts at the hips and ends in the last broken boards and slumping roof of mathematical uncertainties and sure funk. If you've ever scuffled through Threadgill's saw-dust floors before, you've had your head imploded, and you know. That blues honk is a question with a searcher's hungry heart, an answer with a digger's grit. When the horn hits the throttle, you are on the line, black hands and all. I can't wait till you get home.
Frankly, to get there, you may have to sneak out of that lonely warehouse where you stash all the rules. You may have to off-load a few prideful misconceptions about who's who and what's what. You may have to admit there are whole decades of sides you should have dumped as tried-too-hard , or not-hard-enough. Music since then, whenever your then is, is not all a rehash of concepts once on fire and now dimmed, or doomed, by imitation. On some corners the music lushly evolves towards the masters. You may have to say it can be done and he done it. "In the silence go through." The word won't get it even though you've been there and you rocked and cried and said thank you for letting me step in there and dance my dance. Thank you for letting me find my rock.
Decoding: "Easily Slip Into Another World" is an instant classic and it's out to get you.
- Thulani Davis

	Henry  THREADGILL
	VERY VERY CIRCUS:

“Spirit Of Nuff ... Nuff”
	1991
	58:14
	label: Black Saint

VERY VERY CIRCUS is: H.T. [a s, fl]; Curtis Fowlkes [tr]; Brandon Ross [g]; Masujaa [g]; Marcus Rojas [tuba]; Edwin Rodriguez [tuba]; Gene Lake [d].

Henry  THREADGILL -- см. тж. c: Air и New Air; David Murray; Material;

  Whenever Henry Threadgill organizes a new band, it’s a major event in jazz. Think of ‘Air’ (см.) in the 1970s: a saxophone, bass and drums trio more preoccupied with structural grace than loose blowing. Or his seven-piece Sextet in the ‘80s, which combined the mobility of a small group with the orchestral resources of a big band. These groups helped define creative improvised music for those decades. As the ‘90s dawned, Threadgill founded Very Very Circus, in some ways the most challenging of his bands — challenging to the composer-leader as well to the listener. Its sound is dark, as you’d expect with two tubas and a trombone on hand; it’s dense too, but never sounds muddy. Only a composer very very sure of himself would put together a unit like this. But Threadgill, as usual, knew exactly what he was doing. As he says, this is a sound he’d been hearing in his head for awhile. “This band is like a circus in a way,” Threadgill says. “It’s not that it sounds like circus music, because it doesn’t. It’s like a three-ring circus in that you have all this different stuff going on at the same time.”  Their music is exactly the sort what works well on record, because there’s so much to focus on, so many different perspectives to hear it from. One of the several fascinating things about Very Very Circus is how many ways the instruments combine and recombine in the course of a piece. [...] The structures are fluid, ever changing, slippery. It’s almost as if Threadgill wanted to turn accepted practices inside out, downside up. On ‘Spirit Of Nuff... Nuff’, written themes are sandwiched into the middle of performances, instead of opening and closing them. (More than one piece begins with a solo statement, around which the other players eventually gather.) The line between soloist and accompanist is habitually blurred. Threadgill emphasizes the music’s bottom end, contrary to all those arrangers who who aim for the stratosphere in search of excitement. Then too, the leader keeps an oddly low profile. “That’s because it was important to give enough space to everybody,” Henry says. “Most of them are new faces, new names, and I didn’t want them to get shoved into the background. But I never write music for me and accompaniment — I always want to do something democratic.” [...] Like other composers who’ve come out of Chicago’s Association for the Advancement of Creative Musicians (AACM), Threadgill is fond of marches and march-like pieces, perceiving the march’s place in the origins of jazz. Sousa marches, with their contrasting but related themes, were structural models for the classic rags of Scott Joplin and his contemporaries; rags in turn left their stamp on the compositions of Jelly Roll Morton, jazz’s first great formalist. Like Morton or Ellington, Henry Threadgill has always been interested in making pieces that are more than just a string of solos — in making music in which complexity is built in from the start, not just added on in performance. He inspires soloists by giving them a definite frame in which to work. The AACM’s motto and battle cry is “From the ancient to the future”; no composer takes that idea more literally than Threadgill. Very Very Circus’s two tubas allude to the music’s roots in marches (not to mention pre-jazz black rural brass bands, and the heterophony of New Orleans jazz itself). But Threadgill makes the connection more explicit than that. [...] Henry Threadgill is one of the most important composers in modern improvised music because he understand how closely connected all these musics are, and because he subsumes them all into a personal vision. Musical conservatives are fond of the truism that jazz moves forward by building on the past, but Threadgill also understands that the best way to pay tribute to historically-conscious innovators is by innovating yourself. Around 1930, T.S. Eliot observed in the essay “Tradition and the Individual Talent” that tradition stretches to incorporate whatever a modern artist brings to it — that the way we look at the past keeps changing according to what’s happening now. Eliot wrote that if “tradition” became a matter of just repeating the successes of previous generations, we’d be better off scrapping the whole idea.

  Henry Threadgill knows the past is too rich to ignore, the present too valuable to waste; what lies ahead is so enticing he wants to push the music there right now. Very Very Circus encompasses those three rings, from the ancient to the now to the future.     — Kevin Whitehead.

	Henry  THREADGILL
	VERY VERY CIRCUS:

“Too Much Sugar For A Dime”
	1993
	53:43
	label: Axiom Records

Produced by Bill Laswell and Henry Threadgill.

VERY VERY CIRCUS (состав см. выше) + (№2, 4) Simon Shaheen [oud, violin] (см. тж. ‘Asia’ section); Jason Hwang [violin]; Leroy Jenkins [violin]; and oth.

THREADGILL:  “...As the music was happening, I thought how wonderful the experience of it all. These great musicians working together so, was some kind of Shangri-la or better, on this side. Just wonderful — to get the expected and unexpected. Now it’s just pigeon.”

	Henry  THREADGILL
	Hip Hop Be Bop (Music by Billy BANG [см.])
	1993
	32:42
	label: ITM Media

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

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

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

	Henry  THREADGILL
	Song Out Of My Trees
	1994
	46:03
	label: Black Saint

quartet, quintet, sextet.

Featuring: H.Threadgill [a s]; Jerome Harris [b]; Ed Cherry [g]; James Emery (см.) [soprano guitar]; Brandon Ross [alto guitar]; Myra Melford [p]; Tony Cedrus [accordion]; Amina Claudine Myers [harpsichord, organ]; Ted Daniel [tp, hunting horns];  Reggie Nicholson & Gene Lake [d]. 

All compositions by Henry Threadgill.

THREADGILL: “The process of talking about and defining music literally is one of monumental proportion. Yet this tradition does have a long and uneven history and many precedents.  To me this proposition is like trying to define apples with pears, or solving the problem of “if you want to kill the dog, why do you feed it.”  Finally there is an area or aspect of music which is oblique and in a world that we can’t touch. For instance, as an example there are very high pitches that dogs respond to that humans can’t hear and we know this, but we’re outside of that reality. The high pitch instance somewhat correlates to things that are at play in music that we can’t define, agree on or measure. In spite of all that was said I will say what I can in relation to the music contained in this disc. [...]”

	Henry  THREADGILL
	VERY VERY CIRCUS:

“Makin’ A Move”
	1995
	64:26
	label: Columbia Records

Produced by Bill Laswell and Henry Threadgill.

All compositions by Henry Threadgill.

VERY VERY CIRCUS (см. выше): Henry Threadgill with: Pheeroan akLaff [d]; Ed Cherry [g]; Myra Melford [p] (см. тж. с: Randy Weston); and oth.

	Henry  THREADGILL
	VERY VERY CIRCUS:

“Carry The Day”
	1995
	37:24
	VERY VERY CIRCUS (см. выше): Henry Threadgill with: Wu Man (см. тж. Sola & Wu Man; тж. с: Kronos Quartet ['Alternative']) [pipa]; Tony Cedras [accordion]; Jason Hwang (см.) [violin]; Johnny Rudas [perc].

Produced by Bill Laswell and Henry Threadgill.

	Henry  THREADGILL
	MAKE A MOVE:   «Where’s Your Cup?»
	1997
	66:20
	Henry Threadgill [a s, fl]; Brandon Ross [el & classical g]; Tony Cedras [accordion, harmonium]; Stomu Takeishi [5-string fretless bass]; J.T. Lewis [d].

Produced by Bill Laswell and Henry Threadgill.

	Henry  THREADGILL
	MAKE A MOVE:   «Everybodys Mouth's A Book»
	2001
	50:33
	label: PI Recordings (New York)

Henry Threadgill [a s, fl]; Brian Carrott [vib, marimba]; Brandon Ross [el & ac g]; Stomu Takeishi [el&ac bass guitar]; Dafnis Prieto [trap drums].

all compositions and arrangements by Henry Threadgill

engineered by Robert Musso

mixed by Bill Laswell

liner notes by Henry Threadgill [на самом деле это никакие не liner notes, а чёрт знает что]

	Henry  THREADGILL
	ZOOID:

"Up Popped The Two Lips"
	2001
	45:30
	label: PI Recordings (New York)

Henry Threadgill [a s, fl]; Liberty Ellman [ac g]; Tarik Benbrahim [oud]; Jose Danila [tuba]; Dana Leong [cello]; Dafnis Prieto [d].

All compositions and arrangements by Henry Threadgill

rec. & mix 2001

	Steve  TIBBETTS


	Steve Tibbets
	1977
	34:42
	label: Сuneiform Records

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

S.T. [instruments, vocals and engeneering], Tim Weinhold [perc].

Диски Tibbetts’a, это по-ECM’овски прозрачная импровизационная музыка с ненавязчивым применением индийских инструментов и тем.

"This 1977 debut release laid the groundwork for Tibbetts' extraordinary ECM albums; stunning 12 string chops, eccentric, fascinating tape effects and a consistent sense of spiritual dimension." -- Guitar Player.

A reissue of guitar-star Steve's long unavailable 1st lp from 1977. Recorded at home using just multiple guitars, synth, and tape effects/ processing, this achieves an unholy mix of finger-style guitar Americana with the psychedelic spirit and effects of Jimi Hendrix. Carefully mastered from the original master tape, Steve says that the sound is better than he even hoped was possible.

Steve Tibbetts' Story of his Debut Lp

In 1975 I had a sort-of girlfriend named Anne, and she had a sort-of boyfriend named Tim, and Tim and I got to be pretty good friends mostly because we admired each other. He admired the motorcycle in my dorm room at Macalaster College and my exquisite ponytail, and I admired Tim's beard, his IQ of 4000, and his Digitoke.

Bored college students were always looking for new ways to inhale in those days and Tim, being a brilliant engineer and a pothead, invented the Digitoke. The Digitoke was a modified air compressor with a bowl and screen arrangement on the top that could hold half an ounce of pot. The rest of the machine was a science fiction-like amalgam of blinking lights, keyboards, readouts, and a hose that terminated in a gas mask-like device that was secured to the head with elastic straps. Tim would invite his friends over, fill, up the bowl and use a keyboard to type in length of hit, proportion of air/pot mixture, and strength of air flow. He'd strap the mask on his customer, grin his fiendish grin, turn on the Digitoke, and play the flame of an acetylene torch over the bowl. After we'd all had our turn we'd listen to Tim's state of the art stereo, in silence. We'd listen either to some record on Impulse or whatever new Mountain record Tim had. This went on for a few weeks until we got bored again.

One fall evening in 1975 Tim stopped by my dorm room on a social call to find me deep in the midst of my first multi-track experience. A friend named Scott Stevens had lent me his Howard tape recorder. This particular Howard was a two-track affair that had sound-on-sound capability. It was a little slice of heaven for me, having been a fan of Paul McCartney's and Todd Rundgren's one man band recordings. "I bet I could do that," I thought. I found out I couldn't, at least not with the Howard, but Tim said. "Listen. I'm the proctor of the new electronic music studio. I'm the only one they know who can solder, so the music department offered me a work-study job. They have a four track. Do you want to see it?" Well, sure. We went to look at the studio.

Macalaster, having a Scottish motif, has student bagpipers play at football games and bagpipers need somewhere to store their kilts. The music department had kindly donated the kilt closet to house the new studio. It was about five feet by ten, unventilated, and smelled like forty years of sweaty kilts. It was wretched, but it had the sacred four-track (a Dokorder), one microphone, a 4-channel mixer, an EML 101 synthesizer, and two Revox tape recorders. It also had a note scribbled on a piece of paper and stuck up on the wall: "It's all too beautiful." (From the Small Faces tune "Itchygoo Park.") That's how it seemed to me. In spite of the squalor and kilt smell it seemed like a dream about to come true. Tim played me a piece he had written on the synthesizer called "Avalanche." The power and majesty of it was overwhelming. Tim could tell I was smitten. "You should work in here," he said. I agreed. I walked home feeling I was viewing everything from a great height. "This is better than the Digitoke," I thought.

I finished up my art major, decided I wasn't going to be an art teacher, and spent the fall and spring of 1975-76 in the studio. Unfortunately, I graduated in 1976 and could no longer use it legally, so I used it illegally during the summer. I would stroll innocently through the music department sometime late in the day and prop open one of the inward-swinging windows on the ground floor. At about 11 pm I would ride my bike over with the "Mission Impossible" theme in my head, slip in, and work until about 4. It seemed so mysterious, clandestine, and daring. Up all night. Ride home at dawn. My secret work.

By late summer of 1976 I had enough music for an album but little chance of getting a label to put it out. I did have a cover from my art major days and a little money saved from my night shift job at Minnesota Public Radio, so I found a pressing plant in Arizona that would manufacture 200 albums for $600 and I sent them my stuff.

About a month later they sent me the finished albums. I mounted an aggressive ad campaign, sent flyers to my friends, and wondered what to do with 4 boxes of records. I gave one to my friend Pig. Pig Munson. I don't know how he got the nickname Pig. He took it home to Rapid City during Christmas '76, and played it for his friend Bull. Bull's real name was Kevin Bitz. Bull took it to San Francisco and played it for his friend David, who had the afternoon drive shift at KTIM in San Rafael. David and the rest of the staff at KTIM put the album in heavy rotation. Suddenly I was more popular than AWB, but not as big as Queen. That seemed right. Bull invested $1000 to press and distribute the album in the Bay area, and that's the last I heard from him except for two phone calls. The first call was to tell me that television broadcasts of the Bay Area Bombers roller derby team used "Jungle Rhythm" as their theme music. He called me just as the broadcast was starting: "And now, the Bay Area Bombers take on the San Jose Rockets..." There it was, the throbbing sound of "Jungle Rhythm," and as Bull described it, footage of women in helmets crashing into each other. The second call was to tell me that Clive Davis (then president of Arista Records) might be calling me soon. I hovered around the phone for about two weeks but Clive never called.

I sold enough of my first album to buy an eight-track recorder and set up my own studio. I recorded my second album there (Yr) and collected about 200 rejection slips from record companies for it. I put the album out myself and included in the press kit selections from the rejection slips I'd cut up and reassembled in a fit of wrath. I sent the album and press kit to ECM and they thought it was funny enough to give the album a listen. They were not interested in releasing it but they did send me a letter (with the same strikeovers as the fake rejection letter) offering to do an album "their way." So we recorded Northern Song in Oslo in 3 days, an album that I loathed at the time. That was followed with albums recorded in my studio: Safe Journey (1984), Exploded View (1987), Big Map Idea (1989) and The Fall Of Us All (1994). Between albums I traveled in Asia, sometimes working for study abroad programs. Sometimes I received small arts grants to study music abroad, or to travel and record sounds to use in the studio.

Every now and then a writer will come to interview me at my studio. When they walk in the door they usually look around slowly with a slightly opened mouth and I always think they are amazed and thinking something along the lines of, "It's all too beautiful," but no. They always interview me and then start their stories with something like, "In an abandoned warehouse in a seedy neighborhood in a dark cramped room..."

The last I heard from Tim he was working for Canadian Bell. He's their resident computer genius, responsible for the software that handles all phone lines in Canada. He wrote me a postcard and said he found my last album "annoying". Pig is now Mark, and makes prosthetic limbs. Bull disappeared. Clive never called.

	Steve  TIBBETTS
	Yr
	1980 
	38:26
	label: ECM

Steve Tibbetts [g-s, kalimba, k]; M. Anderson [congas, d, perc]; B. Hughes [b]; S. Cochrane [tabla]; M. Wise [tabla]; T. Weinhold [bongos, vase, bells].

	Steve  TIBBETTS
	Northern Song
	1981 
	48:29
	label: ECM

S.Tibbetts,  M. Anderson.

	Steve  TIBBETTS
	Safe Journey
	1983 
	51:37
	label: ECM

состав -- как на “Yr”.

	Steve  TIBBETTS
	Exploded View
	1986 
	38:19
	label: ECM

как на “Yr” + voices.

	Steve  TIBBETTS
	Big Map Idea
	1987-88 
	52:52
	label: ECM

S.Tibbetts [g-s, dobro, kalimba, pianolin]; M. Anderson [congas, steel d, perc, berimbau]; M. Wise [tabla]; M. Kinney [cello].

	Steve  TIBBETTS
	The Fall Of Us All
	1994 
	70:32
	label: ECM

состав подобен “Exploded View”

	Steve  TIBBETTS
	Cho
	1997
	49:25
	label: Rykodisc – Hannibal (USA)

Choying Drolma [v]; Steve Tibbetts [g, bozouki, perc]; Delek Yongdzom, Deki Chodron, Sonam Drolma, Kabcho Drolma, Karma Chotso, Lodro Zangmo, Yeshe Zangmo, Tsering Chodron [v]; Rhea Valentine [v]; Marc Anderson [perc]; Betsy Meyer, Harriet Irvin [cello]; Marlies Theobald [viol di gamba]; Kestrel Schwaiger [english horn]; Doug Ross [viola]; Jesse Heffeman, Caton Roberts [violin]; Greg Wallace [double bass, bata drum]; Jim Anton [el b].

       Nestled in the hills above Kathmandu, the Nagi Gompa monastery is home to more than 100 Tibetan nuns, who sing and chant as part of their Buddhist practice of Cho. Their exquisite voices, paired with guitarist/composer Steve Tibbetts’ elegant musical arrangements, are both resplendent and transcendent. Royalties from this recording will go to the nuns at Nagi Gompa.

    At the heart of Tibetan Buddhism is a unique combination of altruism and indestructible self-confidence. This union is clearly embodied in the religious songs and music of Tibetan Buddhists. Among their several styles of religious songs are termas (spiritual treasures brought back from celestial realms by enlightened teachers): spontaneous songs of realization that sprang forth as creative expression from aware, perceptive individuals; and chants composed for contemplative practice. All of these songs have been passed down in an unbroken living tradition from accomplished masters to worthy students for hundreds of years, Choying Drolma and the nuns from Nagi Gompa learned these songs from Tulku Urgyen Rinpoche, his wife Kunzang Dechen, and other teachers. Tibetans do not regard this music as folk music, but rather perceive the depth of meaning in these songs as capable of enhancing understanding and transforming ordinary experience.

Cho, literally 'cutting', is a contemplative system of practices based on Prajnaparamita (transcendent knowledge) and set down by the Indian siddha Padampa Sangye and the Tibetan female teacher Machik Labdron for the purpose of cutting through ego-clinging and the traditional four types of demons. It is counted among the eight practice lineages of Buddhism in Tibet.

"Long ago, when Buddhism was just beginning to spread, Padmasambhava, Vimalamitra, and Vairochana brought spiritual teachings to Tibet, where they flourished widely. Padmasambhava also hid away certain other teachings so that they could be revealed at a more appropriate time, a time when they would be needed. These teachings are called termas, or hidden treasures. Over the centuries, they have appeared in many different forms which include scriptures, instructions, sacred substances, precious gemstones, and holy objects. Tertons, or treasure revealers, often publicly uncovered what Padmasambhava had hidden.

Sometimes a terton would open up a solid rock before a crowd of 400 or 500 people and reveal what had been concealed inside. These great tertons could perform miraculous feats such as passing through solid matter and flying through the sky. Tertons have continued to appear right up to the present day. Because the terma teachings are revealed in an undeniably direct way, they are said to come from Padmasambhava himself. From the time Buddhism was introduced to Tibet until the present day, a continual cycle of revelation has occurred in the form of new terma transmissions, with each teaching being appropriate for its age. 

Symbolic writings, magical cities, and dakini letters are terms that refer to script placed at the beginning of a terma text to show that the treasure teaching is authentic. This symbolic script represents the three kayas, or enlightened Body, Speech, and Mind. Because one can see the shape of the characters, they embody the form of nirmanakaya, or body. Because they transmit meaning, they embody the form of sambhogakaya, or speech. Because it is possible to derive meaning from these letters, they embody the dharmakaya aspect of mind. Only a terton can read symbolic script. decoding the secret writing and transcribing it into comprehensible letters. It is said that if the terton makes a spelling mistake, the terma letters will remain in the terton's experience until it is noticed and corrected. That is why it is always correct."  -- Adapted from the words of Tulku Urgyen Rinpoche.

	Steve  TIBBETTS
	A Man About a Horse
	2002
	
	label: ECM

performed by Steve Tibbetts with: Marc Anderson, Marcus Wise, Jim Anton.
Minneapolis-based contemporary guitarist whose urban-landscape fusion is looked upon as a totally original approach to sound. After a somewhat steady period in the '70s and '80s, Tibbetts started releasing albums irregularly, only offering one in the '90s (Fall of Us All) and another in 2002 (Man About a Horse).

It's been eight years since The Fall of Us All leaped out of the speakers; an album of immediacy and gorgeous tension, it was the one that came the closest to matching the energy of Exploded View, while adding a slightly more worldly aesthetic. This time, guitarist Steve Tibbetts takes a different approach in the recording process, due largely to an ill-fated run-in with a swarm of wasps, and the musician falling from a careening ladder onto his own hand. With some immobilizing surgery pending, he fired up his equipment to lay down several hours of raw material he would later rearrange, invert, and dissect on the computer. As it turns out, the canvas he paints is quite lush, his richest yet, and no doubt the mix is precisely the way he wanted it. The downside to this technological advance seems to be that he spent so much time editing and polishing it to perfection, the deliciously crunchy rough edges are often compromised. There's a frame of reference lacking; melody evades earshot, even as his signature "honey-dipped" acoustic guitar escorts listeners through the sweet spot of gongs and around tornados of drums. His material on the electric is still a ball of nails, but frequently it's padded by breathy washes of sound. The last few tracks actually benefit from fewer elements, proving once again that less is more. "Chandoha" builds to become the best sampling of straightforward wild abandon on the disc, and "Lochana" is a chorus of black clouds and ash, sloshing around a skeleton of percussion. "Koshala" sparkles; the blaze subsides to focus on the tips of flame radiating from the dialogue between tabla and acoustic guitar. The ten-minute "Black Temple" is epic in scope, from roaring to downright subconscious at times...in a way it's a "mega-mix" of everything he's done to date, including the intimate elements of Big Map Idea. This track, like most here, mirrors a Jackson Pollack painting: It's dense and rewarding without taking any particular shape, and a sonic equivalent to the cloud of wasps he encountered. Surprisingly, longtime collaborator Marc Anderson takes more of a supporting status on this release. He and Marcus Wise mostly "flesh out" percussion done by Tibbetts himself, including drum samples and field recordings he made in Bali back in 1991. Jim Anton fills out the album on bass guitar, without calling much attention to himself (a talent of most bassists who play on a Tibbetts record). Ultimately, A Man About a Horse comes off as more of an ambient record in terms of structure, even if it's loaded with drums and scorched guitar licks. Track for track, these are mosaics of world music doused in Tibbetts' particular brand of gasoline; not many explosions, but rather a steady wall of flame.

1. Lupra

2. Red Temple

3. Black Temple

4. Burning Temple

5. Glass Everywhere

6. Lochana

7. Chandoha

8. Koshala

all tracks by Tibbetts

	TIN HAT TRIO – см. в ‘Alternative’ 
	
	
	
	

	Keith TIPPETT
	Dedicated To You, But You Weren’t Listening
	1971
	41:35
	Keith TIPPETT – см. тж. с: Elton DEAN;
free-jazz
Keith Tippett [p, Hohner el-p]; Elton Dean (см.) [a s, saxello]; Marc Charig [cornet]; Nick Evans [trb]; Gary Boyle [g]; Roy Babbington / Neville Whitehead [b]; Robert Wyatt / Phil Howard [d]; Tony Uta [congas, cow bell].

Keith Tippett: Born Bristol, 25 August 1947; piano, composer, arranger, educator. 

Keith Tippett left Bristol in 1967 and came to prominence in London in the late 1960s persuing a wide range of projects with his Sextet, with his 50-piece ensemble Centipede and in other combinations. 

From around this time, when he first saw them at Ronnie Scott's, Tippett has been inspired by and closely associated with the Blue Notes - Chris McGregor, Dudu Pukwana, Mongezi Feza, Johnny Dyani and Louis Moholo - after they had eventually settled in London following their South African exile. The cross-fertilization and overlap of musicians that occured in the 1970s in particular is well documented on the Ogun label, and shows Tippett playing with Louis Moholo, Elton Dean, Radu Malfatti, Nick Evans and Marc Charig, among others. This period also saw the existence of Ovary Lodge, the group that also included Julie Tippetts. The umbilical cord connecting Tippett to South Africa has continued through his involvement with the Dedication Orchestra, founded to keep alive the South African legacy after all the musicians but Louis Moholo had died, and which has released two recordings on Ogun: Spirits rejoice and Ixesha (Time). In the late 1960s and 1970 Tippett also moved easily between jazz and rock becoming moderately well-known even among rock audiences for his studio-based contributions to three early King Crimson LPs. 

Other irregular combinations have included work with, for example, Peter Brötzmann; a duo with Howard Riley that has produced three recordings; membership of Derek Bailey's Company; and duos with Stan Tracey, Andy Sheppard and Peter Fairclough. 

A steadily developing interest in music for film was presaged in 1978 when The Ark recorded Frames (Music for an imaginary film). In the 1980s Keith Tippett collaborated as soloist and improvisor with film-makers and dancers in TSW's experimental Body on three floors as well as composing for the Comic Strip's comedy feature Supergrass. In 1991 he was invited to compose for the controversial TV piece The Holy Family album, written and narrated by the late Angela Carter; the same year saw a collaboration with violinist/composer Alex Balanescu on music for Cowboys, a series of five cartoon films. As part of the 1995 Meltdown Festival at the South Bank he appeared at London's National Film Theatre, improvising as a soloist to four short silent films by the Polish director Starewicz. 

However, in spite of his extensive discography with groups of varying sizes, it is as a very individual solo pianist that Keith Tippett seems to be mainly recognised: one whose sound worlds lie outside most conventional means of production and whose use of plastic detritus, pebbles, toys, woodblocks and other objects moving round inside the instrument atop the piano's strings, have defined his approach for twenty years now. The term Mujician, aptly bestowed on her father by Inca Tippetts, was given to three FMP solo albums - though there have been several other solos for other labels since - but thereafter this was taken up as the name of a quartet comprising Tippett, Paul Dunmall on reeds, Paul Rogers and bass, and Tony Levin on drums; beginning with 1990's The journey this group has released several CDs on the US Cuneiform label. In 1996 Tippett and Mujician visited South Africa for a collaboration with the Zim Ngqawana's group Ingomaand; then in October 1997 there was a reciprocal tour of the UK organised by Contemporary Music Network. Keith Tippett has also recorded with his wife, Julie Tippetts - in duo, in trio with Willi Kellers, and in other groupings - prepared a large scale work for 21-piece band, Tapestry, for the 1997 Bath Festival, and a piece for string quartet and piano for the 1996 Bath Festival.

	(Keith TIPPETT)
	CENTIPEDE:

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

piano - Keith Tippett

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

violins – 

cellos – 

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

tenors – Brian Smith, a.o.

baritones – John Williams, a.o.

trombones – Paul Rutherford, a.o.

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

guitars – Brian Gooding

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

	Keith TIPPETT
	HOPPER / DEAN / TIPPETT / GALLIVAN: “Cruel But Fair”
	1976
	41:49
	free-jazz
Hugh Hopper (см. тж с: Pip Pyle) [b]; Elton Dean [a s, saxello]; Keith Tippett [p]; Joe Gallivan [d, perc, synth].



	Keith TIPPETT
	Keith & Julie TIPPETT:                        “Couple In Spirit”
	1988 
	37:31
	label: EG

Keith Tippett [p, voices, harpsichords, harmonium, bells]; Julie Tippett [voices, zither, shaker, bottles].

mixed by Robert Fripp

Julie Tippett – см. тж. с: Carla  BLEY
  [...] The performers are anxious that ‘Couple In Spirit’ should be heard as a single entity, which is certainly how it works best to these ears. This is not to say that it is not full of startling contrasts of method and individual moments of beauty, but the attentive listener will sense relationships even where none is explicit. What really is hard to believe is that this sequence of pieces was wholly improvised — or ‘spontaneously composed’, in their more accurate phrase. Looked at as an interim report on one’s family’s progress, though, its naturalness and intuitive logic may seem less surprising. The product of a partnership almost two decades old, ‘Couple In Spirit’ symbolizes the quiet but persistent pursuit of musical truth: a notion which goes in and out of fashion, but which in this case is responsible for some of the most remarkable English music being produced today, irrespective of style and idiom. When they forged their link, in 1970, Julie Driscoll and Keith Tippett were fashionable figures. Julie had sung alongside Long John Baldry (см.) and Rod Stewart (см.). [...] The next thing we knew, she had thrown herself wholeheartedly into the world of jazz. [...] Collaborations with her fellow singer Maggie Nicols, with the American composer Carla Bley and, of course, with her husband have subsequently kept her in the eyes and ears of those who value the European branches of contemporary jazz. [...] At the time of their first meeting, Keith was enjoying acclaim as the youngest of a wave of talented British jazz player-composers: like Mike Westbrook (см.), John Surman (см.) and Graham Collier, he seemed to be up to something new and exciting practically every week. Born into a musical West Country family, Keith sang in chorus and played piano, church organ, cornet and tenor horn before receiving a scholarship to the Barry Jazz Summer School in 1967. There he formed his first sextet, with the memorable front line of cornetist Mark Charig, trombonist Nick Evans and saxophonist Elton Dean — later hijacked en bloc by the fashionable jazz-rock group Soft Machine (см.). ‘Septober Energy’, performed in 1970, rounded up an extraordinary ambitious selection of young musicians from jazz, rock and straight music: their album was produced by Robert Fripp, another long-term collaborator. [...] Celebrated though he is as a writer, organizer and leader, it may be as a player that Keith is expressing his truest originality. European jazz musicians of the last 20 years have been noted for their ability to expand the instrumental vocabulary: Albert Mangelsdorff, Evan Parker (cм.) and Derek Bailey are just three whose work — on trombone, saxophones and guitar, respectively — has led a technical evolution. Keith Tippett’s study of the piano and its inherent properties has led to discoveries no less striking and important. [...]

	Keith TIPPETT
	Keith TIPPETT &  Andy SHEPPARD:     “Sixty Six Shades Of Lipstick”
	1990 
	56:39
	label: EG

K.Tippett [p, bells, maraca]; A.Sheppard [s&t s, african flutes].

Produced by Robert Fripp.

	Keith TIPPETT
	The Dartington Concert
	1992 
	47:49
	label: EG

K.Tippett [p]. 

one-track recording

"One for You, Dudu"  — 47:49

  Tippett’s currency, freshly minted every time he approaches the piano, is nothing if not spiritual. Tippett works an almost alchemical magic on the old periodic table of 88 notes. One hundred and fifty years ago, Leigh Hunt called the piano “a harp in a box” and that is roughly how Tippett treats it, which is to say, not roughly at all, but with a caressingly insistent attention to every one of its potential tonalities and overtones. The zither and koto effects he gets by laying pieces of wood across the strings are a long way from Cage’s systematisation of discord. Keith doesn’t ‘prepare’ his piano but he does in the deepest sense prepare his music and he does so in order that we do not and should not concern ourselves undulty with the how — the technique — of the music, only with the blessing of its presence. Thirty yers ago, in ‘The Great Pianists’, Harold Schonberg said of the great Polish musician and statesman Ignacy Paderewski that “while his competitops were counting his wrong notes, he was counting his dollars”.  Neither of those things have ever bothered Keith Tippett unduly. A player of instinctive power and grace, who certainly belongs in any contemporary roster of great pianists, Tippett has freed himself from the tyranny of right-or-wrong notes, and also the idea of the quicksand of absolute ‘freedom’. At the same time much more courageously, he then freed himself from any notion that music needs to be subordinate to commerce. Paderewski’s contemporary Ferrucio Busoni thought that everything was possible on the piano, “even when it seems impossible to you, or really is so”. Eight years later, he told his beloved Gerda, “I scarcely play with my hands any more”. Much of what Keith Tippett has coaxed from pianos over the past two decades seems impossible from the point of view of ‘technique’, but it all serves as a demonstration of Schumann’s advice to think in terms of music and not in terms of virtuosity. Over the years, Keith Tippett has gently insisted that we redirect our attention away from the technicalities of performance and ever deeper into the music itself. It is tempting to say that he has given up playing with his hands in order to play with his heart.

  In August 1990, Keith Tippett gave a remarkable performance in The Great Hall at Dartington, playing a brown-wood Steinway which originally belonged to Paderewski. The performance was dedicated to the great South African born saxophonist Dudu Pukwana, who died a matter of weeks before the concert and whose name Keith calls into the piano strings at the end of the long, continuous piece, half-invocation, half-blessing. ‘One For You, Dudu’ continues a sequence of solo piano improvisations that occupied Keith for much of the 1980’s and which has to be seen as a significant reprogramming of the language of piano. Though comparisons with the great American improviser Cecil Taylor are inevitable and will persist, they are curiously beside the point. Where Taylor’s music — and the comparison involves no value judgement — is expressionistic, full of attack, digital in the physical sense, Tippett’s is romantically detatched and quite mysterious in its transcendence of any recognisable technique.

	Keith TIPPETT
	Bladik
	1997
	61:10
	free impro

label: Cuneiform

rec. 1996, London

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

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

	Keith TIPPETT
	MUJICIAN #I & II
	1998
	68:51
	label: FMP (Free Music Production) (Germany)

Keith Tippett – piano solo

Recorded in Berlin 1981 (#1,2,3) and 1986 (#4,5)

On my wall ist a big blue poster featuring the photograph from the first Keith Tippett solo excursi​on for FMP, the original "Mujician" recorded in 1981. Mr. Tippett's two hands are poised over the bottom end of the keyboard in a way that enables me to imagine the ostinati even before my ears get to its great density. It's a good few years since I got the poster, given to me by the man him​self, even longer ago since I bought the record. Fortunately before we are all tipped into the new millennium, FMP have chosen to re-release the first two "Mujicians" on CD; my records need pop and hiss no more.

Keith Tippett ist the pianist with wings. There is no fear of flying, he is the one who is going to take you there; and there and just, just there. Keith Tippett is, to my mind, a member of a select group of musicians, one of the rare ones. His music is of such originality that it serves no purpose in men​tioning other pianists for comparison. Of course people do link Mr. Tippett's name to other pianists. Anyone who cares to study the FMP catalogue does not need to be a detective to make pertinent connections. Without taking one note away from his peers, or his mentors, Keith Tippett literally reaches into the piano in a way that is of his own making. It is an over used word, but in this case inescapedly true, this man is an originator. A better term was given to him by his daughter Inca -- "Mujician".

Although the music on these recordings is improvised straight out of the head and through the fin​gers, what we are listening to is orchestrated hairs breath composing. A glance back through Keith Tippett's background and career reveals a story of how one man becomes both musician and magician.

Keith Grahame Tippett was brought up in Southmead, a suburban community of red brick housing to the north of Bristol in the West of England. In the late 50's and 60's Southmead was not the obvious place for a musician who is going to turn the art of piano playing inside out. Music is where you find it. In brass bands with your brothers, in church music at St. Thomas Becket The Martyr, in be-bop and traditional jazz. 1967 became the pivotal year. Aged twenty and already a pianist with something to say, he was awarded a scholarship to the Barry Summer School Jazz Course in Wales. It changed everything. He met Elton Dean, Nick Evans and Marc Charig who were to play a crucial role in helping to shape Mr. Tippett's music.

Within three years the 50 piece orchestra Centipede had been formed and took to the road with the massive work "Septober Energy" (RCA). Other large ensemble pieces have followed over the years. In 1978 Keith Tippett's Ark, consisting of 22 members, structured as a series of doubles, pro​duced the exquisitely detailed "Frames" (Ogun). The 90's have seen his crucial involvement with the Dedication Orchestra, a vibrant swaggering piece of big band rumble honouring both the birth of a new South Africa and the demise of the majority of the key members of the legendary Blue Notes, exiled at the height of apartheid. In 1997 Keith Tippett formed Tapestry, another large orchestra, which to date has gone unrecorded. At the heart of Tapestry are Paul Dunmall, Paul Rogers and Tony Levin who, together with Keith Tippett, make up the classic quartet named after the solo recordings made for FMP in the 80's.

While all the large scale ensembles have produced music of incredible breadth, superficially at least they differ considerably from the concept of the solo pianist, represented by this CD. In fact, in my opinion the difference is marginal. The three "Mujicians" recorded for FMP represent on oeuvre that has begun to increase to the point where Keith Tippett's discography now includes solo recordings from Germany, England, Canada and Japan. It becomes clear that what is on offer is a one man orchestral vision. The piano in his hands is not a single instrument, instead it repre​sents a source box wired with velvet hammers. Tuned percussion to describe the possibilities of not just the now, but that long evolving look into eternity.

The re-releasing of the two original "Mujicians" is important. They document part of the start of Keith Tippett as the solo orchestra, or as he describes it elsewhere, "the unlonely raindancer". True dancers don't fall down. Anyone approaching Mujician I and II for the first time with know​ledge of the later work, will recognise the music for what it is, embryonic of what was to come, but nevertheless fully formed of the moment. Ideally the three, "Mujicians" should be heard as one thematic work.

Although the photograph from my big blue poster was taken in 1981. Keith Tippett has changed little to look at. Go hear him play tomorrow and you would recognise the man. You would reco​gnise the music too. In the end though all things alter, and here the changes are as subtle as the seasons. Keith Tippett as I said, is the pianist with wings. Fear of flying? No. I don't think so.

--- Steve Day

(Author of "Two full ears - listening to improvised music", Soundworld and a regular contributor to "Avant" Magazine).

	Keith TIPPETT
	MUJICIAN:

“The Journey”
	1992
	55:06
	free compositions

label: Cuneiform

Keith Tippett [p]; Paul Dunmall [Eb cl, s/t/bar saxes]; Paul Rogers [double b]; Tony Levin [d, perc].

	Keith TIPPETT
	MUJICIAN:

“Poem About The Hero”
	1994
	73:25
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	Keith TIPPETT
	MUJICIAN:

“Birdman”
	1996
	76:03
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	Keith TIPPETT
	MUJICIAN:

“Colours Fulfilled”
	1998
	67:35
	label: Cuneiform

Tippett / Dunmall / Rogers / Levin

	Masahiko TOGASHI
	Bura-Bura
	1986
	59:32
	Masahiko Togashi [d], Steve Lacy (см.) [sax], Don Cherry (см.) [pocket tp, p, voc], Dave Holland (см.) [b].

	Masahiko TOGASHI
	Terumasa  HINO,  Masabumi KIKUCHI,   Masahiko TOGASHI:

"Triple Helix"
	1993
	58:16
	label: Something’ Else (a division of Toshiba-EMI) / enja / KOCH (USA)

Terumasa  HINO [tp]; Masabumi KIKUCHI [p]; Masahiko TOGASHI [perc]; James GENUS [b].

Three veterans of the Japanese jazz world, active since the 1960s and known to jazz fans not only in Japan but around the globe, joined forces for a dazzling concert performance at the 2nd Yamaha Jazz Festival. TRIPLE HELIX features drummer Masahiko Togashi, pianist Masabumi Kikuchi and trumpeter/cornetist Terumasa Hino who are joined by the young American bassist James Genus for a remark​able musical outing.

This was the first time all three Japanese jazz giants played together, although each had worked with another in various ensembles in the past. Togashi and Kikuchi had formed a jazz academy in 1960, played together in the "Ginpan" sessions in 1963 and jammed with the Sadao Watanabe Quintet in 1966 and 1968. Hino and Kikuchi also collaborated on occasion, e.g. the Hino-Kikuchi Quintet in 1968, a gig with Joe Henderson in 1971, the 1974 "East Wind" sessions and the "Kochi" group formed in the U.S.

MASAHIKO TOGASHI Born in Tokyo in 1940. he was influenced by his father, a musician. He made his professional debut as a jazz drummer when he was 14, and was promptly dubbed a "genius". After an accident in 1970, however, he lost use of both feet, but fought back and found expression in composing and playing percussion. Togashi has been a regular recipient of Grand Disc Prizes sponsored by Japan's leading jazz monthly, "Swing Journal" magazine, and is the winner of the "Japan Jazz Prize". He often performed overseas and, in the early summer of 1991, he formed "Masahiko Togashi & J.J. Spirits" together with his old friend Masahiko Sato.

MASABUMI KIKUCHI Born in Tokyo in 1939, he started playing the piano as a small child. After graduation from the composition department of a high school attached to Japan's prestigious Tokyo National University of Fine Arts & Music, he turned professional. His first recital in Tokyo in 1965 was well received and led to a spot in Sadao Watanabe's quartet (with Togashi). He later formed the Hino-Kikuchi Quintet and entered the Berklee College of Music in Boston in 1968. Kikuchi has been active since in the U.S. as well as Japan. His performance in the Gil Evans Orchestra and work as a jazz producer are notable among his recent activities.

TERUMASA HINO Born in Tokyo in 1942, he is the son of a tap dancer/trumpeter who worked at Tokyo's Nippon Theater and had performed with Togashi's father. Hino studied trumpet and cornet and played on an amateur level until he turned pro around the age of 18. His first joint work with Kikuchi was when the latter invited him to meet an experimental group performing at the club "Ginpari". Later Hino met Togashi but it was not until the TRIPLE HELIX concert that the three of them played together. In 1975 Hino moved to New York where he worked and recorded with such greats as Jackie McLean, Mal Waldron, George Russell, David Liebman, and Gil Evans.

JAMES GENUS Born in 1960, James is some 20 years younger than the three featured artists on this CD. He is a master of both the electric and acoustic bass, and has played with Ellis Marsalis (while a student at Virginia Commonwealth University), the Brecker Brothers (at the Mt. Fuji Jazz Festival in 1992) and other notable musicians. In 1987 he moved to New York City and played with Out Of The Blue, having been introduced to the group by fellow Virginians Steve Wilson, Billy Drummond and others.

	TORELLO’S JIVE BUGS
	Fools Never Change
	1995
	47:13
	neoswing
Mr Animal Torello (vocal) -- Bert Rijs 

Marcello Bordello (guitar) -- Marcel Wernsen 

Stretch the Lips (trumpet) -- Reel Smit 

Long Horn Silver (baritone sax) -- Quinten Kray 

Rattlesnake Jolly Jumper (tenor sax) -- Rob Toorenburg 

Eddy2Stick McBee (drums) -- Edwin Baay 

Satchmo Willie Torello (piano) -- Michel Ruys 

King George II (double-bass) -- George van Lingen

It's cold and wet in the streets of Amsterdam. 1995. A few people are out. The rain is pelting down on my hat. I have nothing to do all day and spend my time loafing aimlessly about. Most people don't dare to go out these days, The empty streets are caused by the feud which has broken out between the big Italian families. Only one family has managed to dissociate itself from the vendetta: that of Godfather Animal Torello. For the past few years this family has devoted itself solely to the production of music, the music of the Fifties.

After another half hours' stroll, I find myself in front of cafe RIX, one of the few remaining Rock’n Roll cafes in Amsterdam. On entering, I am immediately struck by the swing the band is producing, a swing unmistakably originating in times long gone. It seems that I have the good luck to be in the presence of Torello's Jive Bugs, the notorious Italian Family, consisting of eight enthusiastic musicians who thoroughly understand the presentation of Jive and R&R music. Jive is a music genre which originated in the black ghettos of the Slates and which was replaced by Rock 'n Roll in the mid-Fifties.

The loud and rather harsh voice of Mr. Animal Torello splits my eardrums. Looking at the marvelous wide suits and the fantastic Stetson hats which adorn the Torello's, I imagine myself back in those years, so important for me. The years of my youth. "Besides the music", says Mr. Torello, "we find the visual aspects of our show very important. We do all we can to revive those dynamic, musical years."

The number "I hate to sleep alone", a cover of the Blue Moon Special, percolates into the Filled room. After a few beats people push through to the dance floor. The squeal of Marcello Bordello's guitar inflames (he public to such an extent that a number of dancers have lo leave the floor for the next number. The stayers, hot and sticky dance on to the next number: "Hey baba Rebop" by the old master Lonel Hampton, to which the public sing along heartily. The brass section, consisting of Rattlesnake Jolly Jumper on tenor sax, Long Horn Silver on baritone sax and Mr. Stretch on trumpet, provides ripping solos and taut melodic riffs. What strikes me most at this moment is the energy and enthusiasm of the band. During the number "The last laugh" by Ray Brown I notice how important the rhythm section is for Torello's Jive Bugs, King George II, on double-bass, makes use not only of the swinging '"walking bass" technique in many numbers, but also of the "slap" technique. He and drummer Eddy2Stick McBee together determine the rhythm and beat. Later that evening I witness a drum solo by Eddy, during which the whole band claps and swings. In one of the last numbers, "Morning, Noon and Night", the importance of the pianist is emphasized: Satchmo Willie Torello hits the right key in every number, but now he really demonstrates the jazzy boogie-woogie rhythm, one of the most important ingredients of Jive. At the end of their one and a half hour's gig, the Torello's take leave of an enthusiastic audience which has thoroughly enjoyed their final number, "Feelin' Happy" by Big Joe Turner. The light goes up and I'm back in 1995.

Forty years afler its development, Amsterdam rediscovers the inheritance of Rhythm & Blues and Jive of the black musicians in America's ghettos. At present I know no better Jive band in the Netherlands who can interpret those numbers by Wynonie Harris, Ray Brown, Big Joe Turner, Bullmoose Jackson, etc. etc. etc. in such a stunning manner as Torello's Jive Bugs.

I walk back home through a deserted Amsterdam. Putting the key in the keyhole, I think back on a wonderful evening. The new edition of Boppin' Around, Holland's only general Rock'n Roll magazine, lies on my doormat, complete with a photograph of Torello's Jive Bugs on the cover, I read the review of their performance in Paradise and agree completely with the reviewer: "A Jive band for every rocker or: Jive with balls" (F. van Dongen). I lie down and enjoy listening to their first cd.

Birdy Jones

	David  TORN
	Best Laid Plans
	1985 
	41:55
	David Torn -- см. тж. в проектах c Mick Karn; Mark Nauseef; Bill Bruford; Lonely Universe; Dark; Fima EPHRON; и в: Gongzilla – в разделе ‘Rock’; тж.: Robert Rich,  Laurie ANDERSON – в ‘Alternative’; тж.: Wally BRILL (в ‘Acid’);

label: ECM

David Torn [g], Geoffrey Gordon [perc].

	(David  TORN)
	EVERYMAN BAND:                 “Without Warning”
	1985 
	45:48
	label: ECM

Marty Fogel [saxs, cl, fl],  David Torn [g, effects], Bruce Yaw [b], Michael Suchorsky [d, synth].

	David  TORN
	Cloud About Mercury
	1986 
	45:20
	label: ECM

David Torn [el&ac g], Mark Isham [tp, fl h, synth], Tony Levin (см. в ‘Rock’: Levin; King Crimson) [b], Bill Bruford  [d, perc].

	David  TORN
	Door X
	1990 
	49:02
	label: Windham Hill

D.Torn [g, k, G-driven hypnodrones, voc, d, tablas]; Mick Karn (см.) [b, perc]; Anthony Widoff [cl, p, wild keys, perc]; Bill Bruford [d]; Chris Botti [tp, extra hypnodrones]

	David  TORN
	Polytown
	1994 
	53:23
	label: CMP

David Torn [gs, loops + processing, Hammond B-3, harmonica, fake koto, tiny piano,voice], Mick Karn [fr. b, b cl, dida, greek voice], Terry Bozzio [d, perc, bodhran, dumbek, throaty french horn imitation, 12 notes on the piano]

	David  TORN
	Tripping Over God
	1995 
	62:47
	label: CMP

all instruments played by D.Torn: g-s, voice, harmonica, hand perc, kotar, bass, flute; -- no synthesizers were employed.

«If you desire sanity in this embrassement, stuff not the ear of your mind with cotton.»

Pasha ................................................. 9’ 41’’

Seven Door #3 ................................... 5’ 44’’

The Entire Wish Spent Timing ........ 4’ 23’’

Trip Over God ................................... 6’ 45’’

Dr. 8, The Bird You Sang.................. 3’ 09’’

Acosay Phodei Mojo .......................... 2’ 15’’

Bust My Ass For Thinking ................ 4’ 34’’

Shofar .................................................. 2’ 40’’

Rollin’ & Tumblin’ ............................. 6’ 39’’

How Could I ....................................... 4’ 08’’

What Was Once...    ........................... 6’ 15’’

Thought Of Many Georges ............... 3’ 25’’

And Well I Found No Bottom ........... 3’ 03’’

	David  TORN
	What Means Solid, Traveller?
	1996 
	65:29
	label: CMP

David Torn [g-s, guitar-like thingles, samples, v, the pink lark, perc, cody’s viola, elijah’s bass, mandolina, kotar]; Fima Ephron (см.) [ac&el b].

Spell Breaks With The Weather .........................5’ 49’’

What Means Solid, Traveller? ............................6’ 52’’

Such Little Mirrors ..............................................7’ 22’’

Tiny Burns A Bridge ............................................8’ 41’’

Gidya Hana ...........................................................7’ 27’’

Each Prince, To His Kingdom, Must Labor To Go .....3’ 58’’

Particle Bugs & Purulia Station ..........................7’ 41’’

**In The Sand Of This Day

I Will Not Be Free ...    ...........................................3’ 00’’

... Til You Are Free .................................................4’ 23’’

 Elsewhere, Now Than Waving ...........................10’ 10’’

  There are no synthesisers on this recording, so if ya don’t recognise a sound, just assume that it’s a guitar, okay? Thanks... However, samples were taken of these fine people’s work; most were irreparably altered, for which I sincerely apologise to all concerned: Cannonball Adderley [little spoken vocal on #1], Steve Jansen, Will Calhoun, Gota Yashiki, David Ruffy, Mitch Mitchell   -- [drumkit loops].

	David  TORN
	Robby ACETO & David TORN:  “Code”
	1996
	57:30
	label: Alchemy Records (USA)

Produced, recoded and mixed by David Torn.

Robby Aceto [v, g, p, distressed p, b, ambient loops, blew up Torn’s Matchless amplifier]; David Torn [arrangement, cello bass, Hammond, d, abusive ambience, perc, piano moment, Connie’s Kotar angelharp]; Steve Jansen [d, drum loops]; Doug Wyatt [p]; Bill King [d, perc]; Gota Yashiki ‘Groove Activator’ [d loops].

  Слушая этот CD, можно вспомнить Japan и David Sylvian. А можно не вспоминать. Диск -- мощный с начала до конца, в ассоциациях нужды нет.

	David  TORN
	Brian GINGRICH & David TORN:

“The White Rim Of Heaven”
	1996
	58:32
	ambient/psychedelic jazz-rock
Brian Gingrich [b, k, perc, el g] & David Torn [g-s]; with: Eric Batterman [d, perc]; Tom Krol [ac g]; Dean Jensen [g-s]; Led Murphy [d, perc]; Terry Rolleri [g]. (состав варьируется)

	David  TORN
	Vernon REID, Elliot SHARP, David TORN:

"Guitar Oblique"
	1998
	59:13
	label: Knitting Factory Works (NY)

Vernon Reid (см. тж. с: MC  900  FT  JESUS в секции ‘Alternative’) [g]; Elliott Sharp (см.) [8-str guitarbass]; David Torn [g].

“Twisted brilliance.” – JazzTimes

“Sharp’s music embodies the revolution that science has undergone throughout the 20th century.” – Monda 2000
Three guitar futurists, in a rare meeting recorded live at the Knitting Factory, create alien soundscapes, unheard sounds, and twisted grooves using a variety of guitars, computers, boxes, and machines.

	Nikos TOULIATOS & Percussive Ensemble ECHODRASI
	Rhythmotropies
	2001
	59:27
	label: Ektopia (Athens, Greece)  ektopia@internet.gr 

touliatos@otenet.gr   http://www.touliatos.com 

Умная и колоритная импровизационная музыка; превосходно записана.

Echodrasi: Kiriaki Tsakiridou, Vasilis Giannakoglou, Nikitaw Hasoglou, Fotis Fotopoulos, Thanasis Armiriotis, Iasonas Anagnostopoulos, Nikos Touliatos.

GUESTS:
PERCUSSION: Fredy STUDER 2,l3; Themis Simvoulopoulos: 2,6,13; Stella Triantafillou: 2,6,13; Panagiotis Metalinos: 2,6,13; Mihalis Orfanidis: 6; Sotiris Karamesinis: 6; Viki Houzouri: 4,5,8,10,11,12; Kostas Boudouris: 6.
ALSO PARTICIPATING: Kostas Thomaidis - voice: 5,9; Pantelis Paschalidis - trumpet: 2,5; Mra Oma - trumpet: 2; Spiros Iliadis - zournas: 13; Thomas Drossos - klarinet, flute: 3,9,11,12; Andreas Simvoulopoulos - piano: 2; Stavros Emmanouil - e. bass: 2.

	Ralph TOWNER
	City Of Eyes
	1986 
	47:31
	Ralph TOWNER – см. тж. с: OREGON; WEATHER  REPORT;
label: ECM

Ralph Towner [g, p, synth], Markus Stockhausen (см.) [tp, fl h], Paul McCandless [oboe, english horn], Gary Peacock (см.) [b], Jerry Granelli [d, el d].

	Ralph TOWNER
	Open Letter
	1991 
	53:46
	label: ECM

Ralph Towner [gs, synth], Peter Erskine [d, d d]

	Ralph TOWNER
	SOLSTICE:  “Sound And Shadows”
	1977 
	44:55
	label: ECM

Ralph Towner [g, p, fr h], Jan  Garbarek (см.) [sax, fl], Eberhard Weber (см.) [b, cello], Jon Christensen [d].


	TRAFFIC
	The Low Spark of High Heeled Boys
	1971
	39:57
	Traffic is: Steve Winwood [v, k]; Chris Wood (см. тж. Ginger Baker) [winds]; Dave Mason [g];  Rick Grech (см. тж.  Ginger Baker) [b, cello]; Jim Capaldi [d]; Reebop Kwaku Baah (см. тж.  Can) [perc].

«Формула этой группы: Блюз + Фолк + Арт + Джаз-рок... качественная арранжировка композиций и вокальных партий, огромная популярность в первой половине 70-х (вплоть до распада группы).»

	TRAFFIC
	On The Road
	1973
	76:01
	jazz-rock

Produced by Steve Winwood and Chris Blackwell.

Steve Winwood [v, g, p]; Chris Wood [s, fl]; Roger Hawkins [d]; Jim Capaldi [v, perc, d]; Barry Beckett [k]; David Hood [b]; Reebop Kwaku Baah [perc]; Jimmy Johnson [soundmaking].

	TRAFFIC
	Shoot Out At The Fantasy Factory
	1973
	37:25
	

	TRANSGLOBAL  UNDERGROUND – см. в файле ‘Acid’
	
	
	
	

	TRIBAL  TECH – см. Scott HENDERSON
	
	
	
	funk-fusion

	TRICKY – см. в разделе ‘Acid’ 
	
	
	
	

	TRINOVOX -- см. в проекте AUDIO ART.
	
	
	
	

	The  TRIO
	Conflagration
	1971
	48:37
	label: BGO (England), 1995.

The Trio: John Surman (см.): Soprano & Baritone Saxes / Bass Clarinet; Stu Martin: Drums; Barre Phillips (см.): Bass;

with: Harold Beckett / Mark Charig: Cornet; Chick Corea (см.): Piano; Nick Evans: Trombone; Malcolm Griffiths: Trombone; Dave Holland (см.): Bass; John Marshall: Drums; Mike Osborne: Alto Sax, Clarinet; Alan Skidmore: Soprano & Tenor Saxes, Flute; Stan Sulzmann: Clarinet, Flute; John Taylor: Piano; Kenny Wheeler (см.): Trumpet, Flugelhorn.

1. Conflagration

2. Malachite

3. Nuts

4. 6's And 7's

5. B

6. Afore The Morrow

By the time The Trio came to record 'Conflagration', their reputation as Europe's "most striking parallel in intensity and spontaneity to the famous Coltrane quartet" (in John Fordham's words) was secure. Their earlier recording, 'The Trio', (available on BGOCD231) had established John Surman, Stu Martin and Barre Phillips as masters both of their instruments and of the delicate improvisation and interplay necessary in creating a new jazz. That reputation established, it was time for The Trio to extend and deepen their music, by writing to create new tonal values and different colours for other instruments.

In 'Conflagration', once again the writing is split fairly equally between all three members, reflecting the democracy that clearly operates within the group. But on this recording, The Trio recruited the cream of British jazz players, a truly stellar orchestra that brought the Trio's new work dramatically to life.

Twenty years on, it's perhaps easier to judge the impact of such people on the course of European jazz. Kenny Wheeler is very possibly the world's finest trumpet player, Dave Holland and Chick Corea's work with Miles Davis and their own groups is well known; John Marshall's drumming propelled the Soft Machine through most of their latter-day incarnations, as well as playing with lan Carr's Nucleus; Alan Skidmore and Mike Osborne were to join Surman in SOS, the revolutionary sax and electronics trio; John Taylor, Kenny Wheeler and Norma Winstone created wonderful music in Azimuth; and so on. It's a sign of The Trio's unfailing ear that they were able to write so well for such a demanding ensemble. Of course, Surman's later career has displayed his skills at writing for almost any combination of musicians and any size ensemble, but his writing for this album has a particular fluency and attention to the telling detail using this new palette of instruments.

'Conflagration' isn't just a statement of where jazz was (in 1971, the date of this recording), but where it was headed as well. It's a bold and ambitious experiment that almost always works, but it could never have worked without musicians of this calibre.

Every track on 'Conflagration' reveals the intense commitment not only of Surman, Martin and Phillips to their music, but also that of the entire ensemble. Listen to tracks like Surman's 'Malachite' and 'Afore The Morrow', 'B' by Martin and the title track by Barre Phillips: they crackle with the energy of new ideas passionately expressed through the exploration of hitherto unvisited soundscapes. The band moves effortlessly from the high jagged peaks of free jazz, of sounds examined and dissected for their own sake to driving jazz-rock rhythms reminiscent of Gil Evans (with whom Surman was later to play).

For sheer verve and excitement, 'Conflagration' is reminiscent of three seminal albums recorded around the same time: 'Nucleus' 'We'll Talk About It Later' (now released as BGOCD47), 'Mike Gibbs' 'The Only Chrome Waterfall Orchestra' (now released on BGOCD273) and Keith Tippet's 'Dedicated To You But You Weren't Listening'. The similarities are interesting not only because they all draw from much the same group of musicians, but because each of them, in their own very different ways, attempts to redefine jazz, to explore what it means in a modern, European cultural context rather than as an American import.

Inevitably, given the intensity of their music, The Trio was a flame that burnt brightly rather than for a great length of time. Following 'Conflagration', The Trio expanded into MUMPS (The Trio plus the remarkable German trombonist Albert Mangelsdorf), before going their separate ways. Surman becoming a world leader as a composer and instrumentalist. But 'Conflagration' remains an album that blazes with passion, where the fire and energy of the music still bums brightly almost a quarter of a century later.

	TRIO HURRICANE
	Suite Of Winds   
	1986 
	47:31
	free-jazz
label: Black Saint, 1994.  rec. 1986

Paul Murphy [d]; William Parker (см.) [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

	TRIO L.T.D. (Lauren NEWTON, Thomas HORSTMANN, Dirk ROTHBURST)
	Trio L.T.D.
	1996
	67:07
	label: Leo

Lauren NEWTON (см.) [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

	ТРИ "О"
	ТРИ «О» & BILLY TIPTON MEMORIAL SAXOPHONE QUARTET:

"Live @ Seattle"
	1990
	73:53
	label: Pentagramma

letov@jazz.ru  http://www.letov.com
Letov (см.) [s/bar sax, bass cl, fl]; Kirichenko [euphonium, v]; Alexandrov [fagot]; Amy Denio (см.), Marjorie de Muynck, Babs Helle, Stacy Loebs [saxes].

BILLY TIPTON MEMORIAL SAXOPHONE QUARTET - см.

В середине ХХ века на западном побережье жил джазовый саксофонист Билли Типтон. После его смерти в 40-х годах оказалось, что он не умер,.. а она умерла! Билли была женщиной, выдававшей себя за мужчину всю жизнь, так как в пуританской Америке тогда женщинам играть на саксофоне не очень позволялось. Прошли годы, и вот женский саксофонный квартет им. Билли Типтона пригласил ТриО принять участие в культурной программе. ...Запись, предоставленная Вашему вниманию, сделана радиостанцией Сиэтла во время концерта ТриО в Broadway Concert Hall. Для выступления типтонши дали мне баритон саксофон Yamaha, за что я им очень благодарен. Последняя пьеса представляет собой коллективную свободную импровизацию обоих коллективов.

Три«О» расшифровывается как «Три Отверстия Женщины». Это скрытая цитата из романа Джемса Джойса «Улисс»: “Body of white woman. A flute alive. Blow loud. Blow gentle. Three holes all women… Goddess I didn’t see.” Идея сокращения «Трёх Отверстий Женщины» до «Три О» принадлежит актёру Александру Филиппенко. Это было вызвано его желанием тарифицировать трио в Союзконцерте.

--- Сергей Летов

	ТРИ "О"
	Trialogue
	1995
	73:16
	Сергей Летов, Аркадий Шилклопер (см.),  Александр  Александров, Александр Кириченко.

Сергей Летов – cм. тж. LETOV;  Contact: letov@jazz.ru    http://www.screen.ru/letov   http://www.letov.com 

	ТРИ "О"
	Был ли Ленин во Львове?
	1997
	63:13
	label: Pentagramma, 1999.  Rec. 1997. 

Сергей Летов [руководитель, bar&s saxes, fl, alto fl, piccolo swanee-whistle]; Александр  Александров [фагот]; Юрий Парфёнов [tp, pocket cornet]; + Юрий Яремчук (см.) [cl, bass cl, s&a s].

	ТРИ "О"
	ТРИ «О» & PRIGOV:

"Три «О» и один Д.А. Пригов"
	2000
	59:13
	Пригов, Летов, Кириченко, Александров

1. Пентаграмма

2.  Азбука похоронная

3. Невероятные истории

4. Смерть героя в тишайших снегах необозримых

5. Джазообразие

6. Азбука оглашенная

8. Мираж

9. Китайское

10. Мантра высокой русской культуры

запись в клубе ДОМ, 2000

...Джаз в самом своём зачатье и начале нёс черты перенасыщенного артистического поведения. А в наше время перепутанные и в пределах самих проявлений и персоналий исполнителей-перформеров музыка, изобразительное искусство и литература обнажённым поведенческим нигилизмом бросают серьёзный вызов текстоцентризму, культу любого рода эстетических текстов – визуальных, вербальных, или же музыкальных. В наше время исполнитель, торжественно-угрожающе со звериной серьёзностью вскидывающий кудри над исстрадавшимся инструментом, если не комичен и не кичево-пародиен, то, в определённой степени, культурно невменяем и, в лучшем случае – непроходимо утопичен. Но я забылся. Я совсем не о том. Я о себе. О своей неземной удаче – оказаться на сцене вместе с друзьями-музыкантами, чей неоспоримый музыкальный авторитет как бы оправдывает (правда, вопрос – до какой степени?) и моё самозванное присутствие на ней.

-- Д.А. Пригов

	TRIO  HURRICANE
	Suite Of Winds
	1994 
	47:31
	label: Black Saint

Recorded 1986. 

Paul Murphy [d],  Glenn  Spearman [sax],  William Parker (см.) [b].

	TRIO TRABANT A ROMA
	State Of Volgograd
	1994
	64:05
	label: FMP

Lindsay Cooper (см. в 'Alternative') [bassoon, el. effects, sopranino, p]; Alfred 23 Harth [as, ss, ts, cl, bcl, melodica, sopranino, p, farfisa organ, casio cs 1000]; Phil Minton (см.) [v, p]. (Hart/Minton – cм.: VLADIMIR  ESTRAGON)
1. Orbital Tent

2. Et All Ways Budapest

3. Main Movies Et Negentropical Territories

4. Strasbourg Et Amor Trans'n'Dance

5. Beyond Cut

Expedition into the unknown

Anything that can be said about Albert Mangelsdorff and his trombone is maybe even more true of Alfred 23 Harth and his saxophone: He uses his instrument to tell stories. One can therefore describe Harth's music and his involvement with various groups as being a continuous search for (hitherto undiscovered) means of expression. Unlike Jan Garbarek for example, who sticks tenaciously to his own particular sound once he has found it, and can therefore always be identified after the first two bars, Harth continually journeys into the unknown and takes the risk which all explorers take – that he may not find anything of importance. But this is what makes Harth's musical expeditions, expeditions on which the saxophone no longer suffices, so exciting. He takes his listeners with him on his journeys, but does not tell them beforehand what awaits them and what they should expect. He astounds them – and sometimes seems to be astounded himself – with the music his instrument and his performances with various carefully chosen partners produces. The history of music is to a great extent the history of melody, just as for a long time the history of art was the history of the visually pleasing picture, and the history of the theatre was the history of grace and dignity. However, anyone who experiments with means of expression, who wants to reveal the whole truth (in music as well) cannot depend on melody alone. Truth – Shakespeare or Bosch were aware of this – is not always good and beautiful (in fact it is seldom so) and goodness and beauty are very often not genuine. Alfred Harth is not afraid of producing sounds which could be unpleasent or even torturous for (some of) his audience. One of the tricky things about art appreciation is that something which at one particular moment of time seems irritating or even ugly, very soon gives us pleasure – once we have started to get used to it. When seen against the background of bel canto, which dominates our tradition. Bob Dylan's music (and before him Louis Armstrong's) was a sheer provocation, and was – at first – regarded as being ugly. In time, at least in a particular subculture, this norm was replaced by another. Thus the pure enjoyment of music is subject to continual change. To make the audience sensitive to the original disturbing effect of Beethoven's Ninth Symphony, Michael Gielen once directed Schdnberg's "Uberlebenden aus Warschau" between the third and fourth movement. He defamiliarised the one work – the substance of which he did not want to alter – by introducing the other. Harth can continually set himself apart in the world of jazz, by that I mean that he can change his method of playing and make it different, can overcome the "auto​matism of perception" and give us a new aural awareness.

Alfred 23 Harth has an affinity to Dadaism which makes itself apparent in his anarchistic views, and in the choice of witty, and often obscure titles for his pieces and in the names of the groups he plays with: Cassiber, Duck and Cover, Gestalt et Jive. The reason why the group featured on this CD is called Trio Trabant a Roma, for example, remains a complete mystery, just like the 23 in Harth's name or the title State of Volgo​grad. These mysteries can be solved rationally. Of course one needs the background knowledge which the musicians artfully keep to themselves. Just before the concert recorded on this CD the three of them were in Volgograd with Lindsay Cooper's and Sally (Orlandol) Potter's "Oh Moscow" project The trio also took part in a festival of modern music in Strasbourg – fourth cut.

The mystery (and wit) behind many of the titles arises out of the incompatibility of their individual sections, from the fact that their various elements do not "fit together" either syntactically or semantically. This principle is repeated again and again in the music of many of the ensembles Alfred 23 Harth has worked with. It seems to fall to pieces, does not seem to be intact. If after a few bars you think you know the way things are going, you suddenly find you are mistaken, that you have been mislead. Harth's principle is heterogeneity rather than homogeneity, the "unity" which is often called for, and which is closely linked with the traditional concept of beauty. Harth delivers "piece"—work in the literal sense of the word. His aesthetic sense resembles that of some experimental film-makers who seemingly put the frames together in a completely haphazard manner. (By the way, main movies et negentropical territories could be the name of a film by Jon Jost.)

Alfred 23 Harth has always seen his music as being political – like Heiner Goebbels or the English avant-gardists he likes working with. This should not be understood in a narrow, flat sense, and one should take care not to interpret this music in a vulgar-materialistic way. Usually an argumentation, a series of thoughts develop which are often accompanied by rebellious gestures and increasingly by a return to insight, to a consciousness which is by no means unassuming. As mentioned this is not the first time Alfred 23 Harth has played with the bassoonist and saxophonist Lindsay Cooper and the singer Phil Minton. He has found a kindred spirit in the English woman – this becomes particularly apparent when the two of them enter into a dialogue involving various wind instruments. Sometimes it is more of a stammer, then almost the soft sound of love, sometimes increasing in intensity, sometimes almost ceasing altogether, and sometimes threatening to end in an argument which Phil Minton's voice seems to settle. In et all ways Budapest though, the voice forces its way impertinently between Alfred 23 Harth's and Lindsay Cooper's blissfully harmonic keyboards. Harth had previous encounters with Phil Minton in the group reminiscent of Samuel Beckett called VLADIMIR ESTRAGON [см.]. They record​ed a CD with the splendid title Three Quarks For Muster Mark.

It is characteristic of the aforementioned "piece"—work, that flashes of musical quotations keep appearing: not so much concrete sequences of notes, as genres and styles such as the chanson, the blues or African folklore.

We should not forget to mention that this CD was recorded in the community centre in the Dieselstrasse in Esslingen. Here, as in many other unattractive places in the Republic, excellent jazz is presented all year round. Local authorities take pride in organising festivals, when a few days are packed full with spectacular highlights. This means that enough money is left to be able to subsidise events when times are harder, and this makes for headline news. The time which a lot of people sacrifice to work for the jazz cause, which they devote – to use a somewhat outdated but nonetheless honourable term – to the cultivation of the arts, usually goes unnoticed and unappreciated. For example, Dieselstrasse offers us a non-stop jazz festival – even if it is not recognised as such. One of its highlights has been recorded on this CD.

---- Thomas Rothschild

	Dave  TRONZO
	Roots
	1994
	49:14
	Dave  TRONZO - см. тж.: SPANISH FLY; Joe GALLANT; John LURIE; Phillip  JOHNSTON

инструменатльный free-funk-fusion
label: Knitting Factory (NY)

Dave Tronzo [slide g, dobro, el dobro, el g]; Stomu Takeishi [el b]; Jeff Hirshfield [d]; + Jimi Zhivago [dobro, el g (#3, 9, 11)]; Fred Chalenor [el b (#9)]; Joe Trump [d (#9)]; Billy Martin [talking drum, perc (#5, 13)].

Produced by Tronzo & Jimi Zhivago.

“As larger audiences hear his music, Dave Tronzo’s status as the greatest living slide guitarist seems a sure bet. Voted by Musician Magazine as one of the “100 Greatest Guitarists of All Time”. Tronzo employs slide to create sounds most bands need a whole bank of synthesizers and keyboards to emulate.”

Tronzo – slide guitar

Only Tronzo will play any innate object and create a new sound, as in ‘Talking Drum’ (#5), in which he uses a paper cup (the greek coffee shop cups are preferred). He’ll put something on his finger or in his left hand and play guitar at you, through you, by you or to you.

Tronzo can fit in anywhere. He can adapt his style to any genre whether fronting his trio, in a big band, solo, or with Spanish Fly. There have been many performances where I thought the guitar was going to explode in his hands. I’ve had the honor of playing next to him and hear him call angels with a brass tube on his finger. Tronzo – slide guitar – you’ll be hearing a lot more of him.  

 ---- J.Z.
Вполне достойная этого лэйбла экспериментальная музыка.

	Kilgore TROUT
	KGT
	1995
	59:24
	free-fusion

label: KGT Enterprises (author's edition), web site: www.kilgoretrout.com
All songs composed, arranged, and produced by Kilgore Trout.

Performed by Kilgore Trout with: Steven Linder [b]; Stephen Ferraro [s]; Bryan Sorum [tp, fl h]; Niall Bloom [g]; Daniel Moore [d, perc].

"Ode To Thingy"

Metamorphic marvel, or vile malformed thing

Spawned of slime, slag and bile

Scarabious freak, Mutant King,

Baptized with swamp water

Submerged in bane, disdain, acid rain.

You're re-emerged pure, tensile, impervious to pain

Disgorged of life's venom, you fear not death's sting

disentombed, resurrected

ARISE AND TAKE WING.

	Gianluigi TROVESI & Gianni COSCIA
	In cerca di cibo
	2000
	52:57
	Gianluigi TROVESI - см. тж. с: ITALIAN INSTABILE ORCHESTRA
label: ECM   www.ecmrecords.com 

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

Rec. 1999 in Zurich

Umberto Eco: DEVILS IN MUSIC

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

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

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

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

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

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

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

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

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

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

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

Gianluigi Trovesi
Born in Nembro (an very small town in one of the valleys above Bergamo) where he still lives, Trovesi worked for many years in the Milan Big Band of Italian TV (RAI). Whilst still at school he was already precociously active playing in the brass bands and dance orchestras of his home town where the folk music tradition is still very much alive and flourishing. His first major experiences in jazz were as a member of Giorgio Gaslini's group. In spite of an interest in the more radical experiments of free European improvisation he remains very much in love with jazz and with the popular music of his youth. He has played with European musicians such as Louis Sclavis, Michel Portal, Sylvain Kassap, the group Zhivaro, Connie Bauer, Albert Mangelsdorff and Keith Tippett. His unquenched musical curiosity led him to explore mediaeval music, folk music, circus music and sacred music in depth. From all of these he took elements which have contributed to his creation of an absolutely original and expressive sound world. Stuart Broomer wrote in Coda: "Trovesi possesses a wonderful lyricism, a singing clarity drenched in expressive folk sources, and it is most apparent in this simplest of settings [where] he forsakes his saxophone to concentrate on his clarinets, from bass to sopranino including his exceptionally beautiful alto." His discography includes Radici, a successful duo with his childhood friend Gianni Coscia on accordion, and the excellent recent CDs by his own octet: From G to G (which was awarded 5 stars in Down Beat) and Les Hommes ArmЋs. Over the last few years both the octet and the duo have been invited to play at all the most important European festivals. The duo with Paolo Damiani which is featured in the Festival does not exist as a permanent group but the two have an important mutual history of collaboration on many projects including a co-led group called Roccellanea.

	Erik TRUFFAZ
	Bending New Corners
	2001
	61:37
	подобные по музыке проекты см.: Nils Petter MOLVAER; Eivind AARSET; Cuong VU; WIBUTEE; и Audun KLEIVE (в файле 'Acid');

free-fusion – местами с hip-hop’овым вокалом by Nya. 

label: Blue Note

Erik Truffaz [tp, fl h]; Marcello Giuliani [el/ac b]; Marc Erbetta [d, perc]; Patrick Muller [p, rhodes]; Nya [v].

“I enjoy his playing and his point of view, and we enjoy each other’s magic. He has his own approach to music and writing; he’s not trying to be Miles Davis. Erik creates an atmosphere, a place to be lost in. His music is involving. He has a warm sound. He’s adaptable in a variety of settings.”  -- Kirk Lightsey (pianist)

Coming to a similar place from a different direction, French trumpeter Erik Truffaz’s live jazz ensemble has crossed paths with enough electronic music to incorporate aspects of it into its playing, particularly in Mark Erbette’s emulation of the choppy, signature drum patterns of jungle and drum’n’bass. The group’s playing is also steeped in the earky - ’70 jazz realm (postfree, prefusion), such that pianist Patrick Muller and bassist Marcello Giuliani move comfortably between acoustic and electric instruments. Truffaz’s style and the spare, slightly somber tone of the quartet’s composition recall In a Silent Way – era Miles Davis and Wayne Shorter’s more groove oriented excursions. The Knitting Factory show should add another stylistic dimension from a vocalist called Nya, whose spoken-word segments combine hip-hop and Jamaican styles.

	Erik TRUFFAZ
	Tales of Lighthouse
	2002
	18:48
	live in Poland

no info

	Erik TRUFFAZ
	The Walk of The Giant Turtle
	2003
	53:29
	Erik Truffaz: trumpet

Marcello Giuliani: bass

Marc Erbetta: drums

Patrick Muller: fender rhodes and piano

1. Scody part 1

2. Scody part 2

3. King B

4. Flamingos

5. Turiddu

6. Next Door

7. Belle de nuit

8. Wilfried

9. Seven Skies

10. The Walk of the Giant Turtle

	TUATARA
	Breaking The Ethers
	1997
	56:08
	SKERIK - см. тж. с: Stanton MOORE

Skerik [saxes, harmonium, udu, p, vibes, didjeridu, steel drum, perc, temple gongs, bombard]; Barrett Martin [d, perc, marimba, bass marimba, tablas, congas, bullroarer, Tibetan horns, Taos thunder drum, steel drum, djembe, sitar, p, ac g]; Justin Hardwood [upright bass, bowed bass, Spanish g, slide g, perc]; Peter Buck [dulcimer, el 6-str bass guit, el g, slide g]; Steve Berlin [bass penny whistle].

Psychedelic / jazz-rock – уникум среди современных проектов, реально воспроизводит психоделическое настроение. Это не удаётся сегодня даже тем, кто успешно занимался этим в 60-х – начале 70-х гг. См. тж. другой проект со Skerik'ом: Stanton MOORE

	TUATARA
	Trading With The Enemy
	1998
	66:09
	У состава с предыдущего CD добавились инструменты: Backwards p, African ashiko drums, sabar drum, tympani, didjeridoo, chimes, Balinese gamelan, bazouki, lap steel g, pump organ, fl, mandolin.

Добавления в составе: Scott McCaughey [hammond org, 12-str g, Japanese koto, bass harmonica, p, clavinet]; Craig Flory [cl, bass cl, a&t s]; Christopher Littlefield [tp, fl h].

Produced by Barret Martin & Justin Harwood.

	TURTLE ISLAND          String Quartet
	“Spider Dreams” (suite for jazz string orchestra; №1 - 7); “The Iron Fist Of Fashion” (composition for string quartet and big band; №8 - 9)
	1992 
	51:19
	label: Windham Hill Jazz Rec.

“The T.I.S.Q. is a unified voice that truly breaks new ground for all string players. Their voice is authentic and passionate, and is a reflection of some of the most creative music-making today”  --  Yo Yo Ma
“Spider Dreams” (suite for jazz string orchestra; №1 - 7); “The Iron Fist Of Fashion” (composition for string quartet and big band; №8 - 9).

SPIDER DREAMS
I. Spider Dreams

solos: darol anger, baritone violin

When my daughter Selena was very young, she had a series of nightmares she called her "Spider Dreams." She would come upstairs into our bedroom in the middle of the night, tell me these terrifying visions she had, then curl up at the foot of our bed and go to sleep, while I stayed awake worrying about her. During that time, I was experimenting with modifying one of the "double-shuffles" used in bluegrass classics like "Beaumont Rag" and the "Orange Blossom Special." The result had a menacing quality which reminded me of the alien terror so vivid in a child's dreams.

II. Texas Tarantella

solos: edgar meyer, string bass

I first heard three time national fiddle cham​pion Mark O'Connor play when he was six​teen years old, and I was devastated. No less devastating was my first in-depth foray into the genius of Ludwig van Beethoven. "Texas Tarantella" is a fairly brazen attempt to com​bine Mark's waltz and hoedown Texas fiddle phrasing style with the dark and devious con​trapuntal machinations of Mr. Beethoven.

III Harmonicade

solos: david balakrishnan, violin; darol anger, violin; mark summer, cello

One of the more wonderful aspects of the music of India is its comprehensive system of pitch. In studying this system I found, to my delight, that scales I had learned in studying classical and Jazz music took on a completely different flavor in Indian music. The mode used throughout "Harmonicade" is rich in subtleties, and at various times I can picture myself segueing from a dusty temple in ancient India on a scorching summer day to o dark and snowy cobblestone street in 19th century Vienna.

IV. Vassar Goes to Harvard

solos: david balakrishnan, violin

What would have happened if a certain leg​endary bluegrass fiddler had studied composi​tion in college before ending up on the Bill Monroe bus? This little ditty starts up where "Harmonicade" left off and then evolves into a symphonic bluegrass funk groove.

V. Waterfall with Blenders

solos: mark summer, cello; david balakrishnan, violin, katrina wreede, viola

While the title is a spoof of New Age music titles, the music itself bears the textural and harmonic influence of the "ECM sound," typi​fied by composers such as Keith Jarrett and Ralph Towner.

VI. Marwa in the Pines (with you)

solos: edgar meyer, string bass; darol anger, violin

"Marwa in the Pines" is based on the Marwa raga, on Indian mode which is also used in certain types of bluegrass tunes. The lyrics for these tunes typically involve a man telling the story of killing his love, throwing her in a river, getting caught or turning himself in, and fac​ing either a lifetime in jail or suicide. It may be difficult for a westerner to equate an Indian version of the use of this mode with the kind of story line mentioned above. However, Indian classical musicians, for whom all of their music has spiritual significance, feel that this raga symbolizes renunciation, a letting go of sorts. There is an eerie similarity in the way this mode is phrased in these two styles, especially in the melismatic treatment of the motion between the major and minor third, which became the basis of exploration in this piece.

VII. The Bovnik

"The Bovnik" is a short climactic re-working of material from "Waterfall With Blenders," "Spider Dreams," and "Harmonicade." The name refers to an evil spirit of Russian folk​lore who figured prominently in my oldest daughter Heather's early childhood, as her own personal "boogie man."

Performed by turtle island string quartet:
Darol Anger, violins and baritone violins; David Balakrishnan, violins, baritone violins and violas; Katrina Wreede, violas; Mark Summer, cellos; with Edgar Meyer, string basses.

THE IRON FIST OF FASHION
One of the more common gripes we string players have with the way we are used in Big Band arrangements is we never get to play the cool parts? It was fun to put the string quartet in the center and to arrange everything else around it. Your everyday garden variety Jazz/Indian/bluegrass/classical mixture.

Movement I

solos: jim norton, bass clarinet; david balakrishnan, violin; tod dickow, saxophone

Movement II

solos: david balakrishnan, violin; randy vincent, gui​tar; john worley, trumpet; curt moore, drums

Performed by turtle island string quartet: Darol Anger, violin; David Balakrishnan, violin; Jeremy Cohen, viola; Mark Summer, cello; and the bay area jazz composers orchestra: Jon English, con​ductor; George Brooks, soprano sax; Tod Dickow, tenor sax and clarinet; Jim Norton, baritone sax and bass clarinet; John Worley, trumpet; Lionel Emde, trumpet; John Gove, trombone; Mike Birch, bass trombone; Melanie Jones, piano; Jim Kerwin, bass; Randy Vincent, guitar; Curt Moore, drums; Alien Biggs, percussion.

Credits listed after titles are for improvised solos.

Notes by David Balakrishnan
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	2000
	73:53
	acid funk

	Charles TYLER
	Eastern Man Alone
	1967
	48:18
	label: ESP Disk (Germany)

Этот диск можно назвать воплощением психоделической музыки в джазе. И, надо полагать, в 60-е годы такой вариант не был чем-то преднамеренным: этим дышали все.

Charles Tyler [a s]; David Baker [cello]; Brent McKesson [b]; Kent Brinkley [b]. Rec. 1967.

1. Cha-Lacy's Out East

2. Man Alone

3. Le-Roi

4. Eastern

	McCoy  TYNER
	New York Reunion
	1991 
	74:40
	label: Chesky

M.T. [p]; Joe Henderson (см.) [t s]; Ron Carter (см.) [b]; Al Foster [d].

	Ui
	Sidelong
	1995
	48:06
	jazz-funk / alternative 

Southern Records (Chicago, IL, USA)

Ui: Wilbo Wright, Sasha Frere-Jones, Clem Waldmann. 

	James “Blood”  ULMER 
	Black & Blues
	1991 
	51:11
	James “Blood”  ULMER -- см. тж.: PHALANX; MUSIC REVELATION ENSEMBLE; Ry COODER (в 'Rock'); Jamaaladeen  TACUMA;

label: DIW

J.B.Ulmer [g, v]; Ronald Drayton [g]; Amin Ali [b]; Grant Calvin Weston [d].

Free jazz has not produced many notable guitarists. Experimental musicians drawn to the guitar have had few jazz role models; consequently, they've typically looked to rock-based players for inspiration. James "Blood" Ulmer is one of the few exceptions -- an outside guitarist who has forged a style based largely on the traditions of African-American vernacular music. Ulmer is an adherent of saxophonist/composer Ornette Coleman's vaguely defined Harmolodic theory, which essentially subverts jazz's harmonic component in favor of freely improvised, non-tonal, or quasi-modal counterpoint. Ulmer plays with a stuttering, vocalic attack; his lines are frequently texturally and chordally based, inflected with the accent of a soul-jazz tenor saxophonist. That's not to say his sound is untouched by the rock tradition -- the influence of Jimi Hendrix on Ulmer is strong -- but it's mixed with blues, funk, and free jazz elements. The resultant music is an expressive, hard-edged, loudly amplified hybrid that is, at its best, on a level with the finest of the Harmolodic school. 

Ulmer began his career playing in funk bands, first in Pittsburgh (1959-1964) and later around Columbus, OH (1964-1967). Ulmer spent four years in Detroit before moving to New York in 1971. He landed a nine-month gig at the famed birthplace of bop, Minton's Playhouse, and played very briefly with Art Blakey. In 1973, he recorded Rashied Ali Quintet with the ex-John Coltrane drummer on the Survival label. That same year, he hooked up with Ornette Coleman, whose concept affected Ulmer's music thereafter. The guitarist's recordings from the late '70s and early '80s exhibit a unique take on his mentor's aesthetic. His blues and rock-tinged art was, if anything, more raw and aggressive than Coleman's free jazz and funk-derived music (a reflection, no doubt, of Ulmer's chosen instrument), but no less compelling from either an intellectual or an emotional standpoint. In 1981, Ulmer led the first of three record dates for Columbia, which helped to expose his music to a wider public. Around this time Ulmer began an association with tenor saxophonist David Murray, Bassist Amin Ali, and drummer Ronald Shannon Jackson. As the Music Revelation Ensemble, this intermittent assemblage (with various other members added and subtracted) would produce a number of intense, free-blowing albums over a span of almost two decades. 

Ulmer's work has varied in quality over the years. In 1987, with the cooperative group Phalanx (George Adams, tenor sax; Sirone, bass; and Rashied Ali, drums), Ulmer drew successfully on the free jazz expressionism that made his name. Generally, however, Ulmer's interest in out jazz waned in the '80s and '90s, to the extent that his music became progressively more structured, rhythmically regular, and (arguably) less inventive. Much of his later work bears scant resemblance to the edgy free jazz he played earlier. Nevertheless, '90s recordings with the Music Revelation Ensemble showed him still capable of playing convincingly in that vein.

	James “Blood”  ULMER
	Harmolodic Guitar With Strings
	1993 
	51:20
	label: DIW

J.B.Ulmer [g, voc]; Quartette Indigo [strings].

When Carolina native James Ulmer first arrived in New York back in the early ‘70s, he came by way of the 502 Club in Columbus, Ohio, the thriving modern jazz scene in Detroit, and a long, long apprenticeship on the road that began in Pittsburgh when he was 19. “I had a choice,” he laughs, “Go to work or become to musician. And I liked the musician’s lifestyle better. Then when I arrived in Pittsburgh, The first thing I see is little George Benson, who couldn’t have been more than 13 years old, standing on a street corner with his guitar, playing and singing his heart out. It like to scare me to death, and I was ready to go back down south on the first bus.”  But Blood, as he’s known to his many fans and friends, settled down, realized he had his own voice, and set up to develop it in a variety of blues and jazz settings. This sound has always been the foundation of Blood Ulmer’s music, every bit as much as his experience in instrumental jazz settings, such as the organ trio formats which were a natural crossover point for musicians gifted with an insight into jazz, funk and blues. It is a sound that’s informed every note Ulmer has ever played.

	James “Blood”  ULMER
	Blues Preacher
	1993 
	62:01
	label: DIW

J.B.Ulmer [g, fl, v]; Ronald Drayton [g]; Mark E. Peterson [b]; Aubrey Dayle [d].

“See, we have rappers and we have R & B, We have blues singers, and jazz singers and classical singers. But what I call this is ‘blues preaching’. This isn’t actually singing, it’s preaching, it’s like putting music to a Baptist minister’s sermon, him standing in the pulpit telling a story, calling out to the congregation and having them answer him back. Like in the first song ‘Cheering’ it’s not so much like singing a song as making a statement. Congregation rise. Let’s cheer the people. Don’t be afraid to love. Take your time, help each other. Because everybody need a little cheering. Blues preaching, you see, it has to come into view in a song in addition to what we would call black music, where the minister could actually stand up with a funk band or a jazz band or a blues band and deliver this same message. So I see myself more as a preacher than a singer, stating things that for me are very truthful or very spiritual in my stories. That’s why I call the record Blues Preacher.

Some of my guitar playing on  B.P.  may sound like it’s poiting to the future, but it’s actually coming from a past event, something that’s rooted in the soil, things that people lived through that are barely remembered... talking about their everyday lives —  some of that old-time religion.”              —  J. B. Ulmer

And for Blood Ulmer, that truth is wound up in the traditional bluesman’s stories of love and redemption, acceptance and betrayal. This blues preacher is a rambling man, a heartbreaker, a man of the spirit and a man of the flesh. A messenger of higher callings, bringing all peoples together in love and acceptance. A sensual healer, looking to make a powerful connection and move on, before the local minister can tie him down to any one woman or the local sheriff gets a mind to load up his backside with buckshot.  — Chip Stern,  Musician.
JAMES BLOOD ULMER 

To disciples of wooly free-funk guitar, James Blood Ulmer is a musical evangelist: Malcolm X to Ornette Coleman's Elijah Mohammed. In the early 1980s, Blood brought the saxophonist's abstruse "harmolodic" theory of improvisation to a post-punk world. Blood played the Beacon Theater with Captain Beefheart and the Palladium with Public Image Ltd. And while the audiences danced, critics spoke in tongues. They ransacked memory banks for allusions, not because they couldn't figure out what to say, but because all comparisons seemed somehow magically plausible. 

Blood's synthesis of jazz, rock, blues and country music evoked just about everybody -- but sounded like nobody else. "Ulmer's conception," wrote Robert Christgau, "is so audacious, so singular, that he can't cut a bad record -- his most pro forma moments would make you sit up and notice ordinary jazz-rock." 

BLUES PREACHER represents something of a homecoming for Blood. Recorded for DIW (the jazz label originated by Disk Union of Japan), and released on Columbia in the U.S., it reunites Blood with the label for whom he recorded three indisputable mas-terpieces: Free Lancing (1981), Black Rock (1982) and Odyssey (1983). 

More importantly, BLUES PREACHER finds Blood reemphasizing an essential part of his multifaceted musical persona -- contemporary blues -- which provided the basis for his later forays into avant-garde jazz. Ten self-produced songs in all: nine scorch and burn, while the tenth, "Angel," is a cool soul ballad redolent of Teddy Pendergrass or Barry White. 

"Let Me Take You Home," a Chuck Berry inspired rave-up, also recalls Prince's "I Could Never Take The Place Of Your Man." "Who Let The Cat Out Of The Bag?" pays hom-age to George Clinton's Funkadelic, and "Jazz Is The Teacher (Funk Is The Preacher)" revisits a tune that could qualify as Blood's anthem. "I just think my whole self is the blues," he says. "No matter what the notes sound like. I'm not talking about how it sounds. But the feeling of what it comes from." 

Throughout BLUES PREACHER, Blood sings in a voice that sounds like parched earth; occasionally, he plays flute. But it is his guitar -- the eruptive, choked snarl of his Gibson Byrdland -- that commands attention. It is foiled -- enhanced and under-scored -- by Ronnie Drayton's soaring blues-rock leads, and supported by the rambunctious kick of bassist Mark Peterson and drummer Aubrey Dayle. 

Of his long-standing relationship with Drayton, Blood shares a technical secret: Drayton is always up for the down stroke. "Ronnie plays left-handed; I play right-handed," Blood explains. "He actually plays down while I'm playing up, and I'm play-ing down while he's playing up... I know many people wouldn't really understand what they're hearing, but technically it's incredible to hear it going at the same time. It's a kind of 'musical marriage.'" 
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Blood's relationship with Peterson and Dayle is more avuncular. "They came to my house," he discloses. "They'd played together before, and they'd heard my music, especially Mark. He said, 'There are only two guitarists I would like to play with. Since Jimi Hendrix is dead, I want to play with James Blood.'" Ulmer's response was characteristically direct and modest. He said, "I'm not dead; let's play." And so he got them ready: a bassist from St. Louis who already knew Blood's repertory and a drummer "born in Jamaica, raised in Montreal, who plays like he's from Georgia." 

James Blood Ulmer was born in St. Matthews, South Carolina, on February 2, 1942. The first of nine children, he was not weaned on blues. "A blues song was kind of like taboo," he remembers. "My Mamma used to beat my butt if I wanted to do a blues straight out: 'Oh, Ba-by take me down, down.' We came from the church. We couldn't play stuff like that." 

Blood (so nicknamed because he was the "blood" of his father, James) spent his youth singing gospel music in the Southern Sons, a quartet modeled after the Dixie Hummingbirds and the Five Blind Boys. But Blood was exposed to a variety of music. On the radio, country-and-western music reigned, and Blood loved it. Mornings, as he dressed for school, he often tuned into a show that played Chuck Berry's "School Days" as its theme. 

Blood's dad -- a Baptist with catholic tastes -- played Duke Ellington on the gramophone. The elder Ulmer also gave his son rudimentary music lessons. "My father started me playing the guitar when I was four," Blood recalls. "He would be playing the upper part and have my fingers strumming. As a kid, my fingers used to be so sore! My father didn't have any sensitivity, because he was strumming with my hand and playing with his hand. I got into it like that." 

Immediately after graduating from high school, Blood left St. Matthews for the big city. He moved north to Pittsburgh and the home of his mother's cousin. Within the space of a year, Blood's vocation was sealed. He was accompanying an assortment of doo-wop groups; he even toured on a Dick Clark-sponsored "Caravan of the Stars," backing the Del-Vikings of "Come Go With Me" fame. 

In 1961, Blood joined a Pittsburgh jazz trio led by organist Ernie Goldsmith and frequently sat in with popular jazzmen like Jimmy Smith and Richard "Groove" Holmes during their local engagements. The following year, Jewel Bryner, a Midwest R&B singer, hired Blood as the guitarist in her backing band, the Swing Kings. 

Given the plethora of record labels active in the R&B field at the time, it's odd that Bryner never recorded. Perhaps she never found the time: Blood reckons that during his three-year tenure with the Swing Kings, he spent a total of three weeks off the road! "It was the busiest unrecorded band in the history of music!" he declares. 

In 1965, Blood moved to Columbus, Ohio, and the 502 Club, where he led the house band in backing a succession of visiting soul singers. Around this time, an event occurred that forever changed his life. Blood tells this anecdote: "My favorite, favorite, most favorite guitar player of all time was Wes Montgomery. I felt like I knew how he breathed; I just could feel everything he played. He was my only key to how to get into music. He was a guy that I could feel like he felt, even if I didn't actually play the same notes. I played from that feeling he had from the guitar. 
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"So I followed that on and on, until one week, we were at a club, the Hubbub in Indianapolis. I played there with a quartet. And Wes Montgomery came in the club. He stood at the bar all night. And we played all night. I was so anxious... for him to say something about how I sounded like him. I wanted him to tell me. I knew he probably wouldn't say, 'Oh, you sound like me' or anything like that. But I wanted to get some approval from Wes Montgomery about the way I was playing the guitar. He was sitting on the corner of the bar, and I just kept walking and standing next to him. But [he] never said anything to me. He never said anything that whole night." 

Blood took Montgomery's silence as a rebuke, a call to develop his own voice. But he admits his revolutionary approach to the guitar began here: "I started from that day trying to work on substitution of all Western music forms. I was trying to figure out how to eliminate playing scales and sequences, figure out how not to use regular conventional chords." 

Before that work was completed, though, Blood landed a few more conventional gigs. His next working group was another organ combo, this time led by Hank Marr. (This combo, incidentally, included tenor saxophonist George Adams, with whom Blood later formed Phalanx, a band that recorded two album discs for DIW: Original Phalanx and In Touch). Hank Marr was, in Blood's words, "the beginning of the jazz portion" of his career. With him, Blood toured the U.S. and Europe and made his first recordings on a rare LP titled In The Marr-Ketplace (King Records). 

By 1967, a great wave of progressive black jazz was at its crest, spearheaded by such musicians as John Coltrane (who died that summer), Archie Shepp and Pharoah Sanders. "I moved to Detroit," Blood says. "I knew a lot of progressive musicians were based there, and wanted to see if I could play something new myself. I started studying a lot, tearing my music down." His experimental side developed in the coop-erative jazz group Focus Novii, while he continued to work trio gigs at Detroit's 20 Grand Club. The other house band at this legendary club became known as Funkadelic. 

Arriving in New York in 1971, Blood immersed himself in the city's vibrant jazz community, beginning with a regular gig at Minton's Playhouse, the so-called "cradle of bebop." An increasingly busy man, Blood played briefly with Art Blakey's Jazz Messengers, then joined a quintet led by ex-Coltrane drummer Rashied Ali. At about the same time, he did session work on several record dates: with organists Larry Young and Big John Patton, and with saxophonist Joe Henderson. 

Perhaps the most decisive influence on the development of Blood's music was a stint with Ornette Coleman, beginning in early 1972. Under Coleman's tutelage, Blood learned "harmolodics": "a theory," writes Richard Cook in The Penguin Guide To Jazz, "which dispenses with the normal hierarchy of 'lead' and 'rhythm' instruments, allow-ing free harmonic interchange at all levels of a group." 

"See, I never played harmolodic music till I came to New York," Blood explains, "or played any music that was free. When I came to New York, I was 31 years old, and thought that nobody could make money playing free music. I'd always played struc-tured blues, rhythm playing, dance music or something like that. And I abandoned it! When I came to New York, it was like... I just went totally another way. I fell so much in love with the harmolodic idea." 
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Blood's relationship with Ornette was strikingly similar to the one he shared with his father. Creativity often results from adversity. "Coleman used to drill me," Blood says, "and I used to play for him so much. Like he used to get his horn and say, 'Play B-flat. Play E-flat. Gimme this, gimme that.' I went through about six months of that, then said, 'Listen, I'm going to find out the way to play the guitar where, when Coleman asks me to play E-flat or B-flat, I ain't got none.' 

"I went to sleep, and I dreamt the whole tuning, the whole tuning of the guitar that totally eliminated scales and chords. I woke up, took my guitar, and tuned the notes to all of the notes that I had dreamed about and started playing it. And it worked! I went to show that to Coleman. I sat down and said, 'Alright now, let's play.' He said, 'Play E-flat.' I said, 'I have no E-flat.' He said, "Play B-flat.' 'I have no B-flat. In fact, all my strings are tuned to one note; I have one note here with six strings tuned to the same sound.' And it got us music! And that messed him up for about ten minutes. Then he said, 'Well, you have just come with the har-molodic guitar tuning!" 

Sadly, no recordings of the Ornette Coleman group with James Blood Ulmer have ever been issued, but underexposure occasioned its own sort of motivation. Blood began his solo career. After receiving word that Ornette was going to fire his band and form an electro-funk outfit, Prime Time, Ulmer took it upon himself to record an album with old pal George Adams, bassist Cecil McBee and drummer Doug Hammond. But circumstances intervened and that album, Revealing (1977, In + Out) went unreleased for 12 years! Ornette, however, heard the Revealing tapes and, for whatever reason, convinced Blood to shelve the project and let him produce and play on the sessions that became Tales Of Captain Black (1978, Artists House). A stunning debut, it was, nonetheless, a promise of more to come. 

In 1978, Blood resumed performing his own music under his own name in a cross- section of New York venues ranging from intimate jazz clubs to major rock concert halls. His sidemen constituted the jazz new-wave: trumpeter Olu Dara, tenor saxo-phonists David Murray and Henry Threadgill, alto saxophonist Arthur Blythe (who featured Blood prominently on two of his Columbia albums, Lenox Avenue Breakdown and Illusions) and drummer Ronald Shannon Jackson (who later formed his own harmolodic unit, the Decoding Society). 

Blood also recorded two more albums for "indies": Are You Glad To Be In America (1980, Rough Trade/U.K.) and No Wave (1980, Moers Music/Germany). The former album prompted much critical praise. "Blood has become the new leader of the pack," wrote Robert Palmer in Rolling Stone. "His mercurial guitar style, with its savage rhythm riffs, bursts of thickly dissonant chording and tumbling lead lines, is already being widely imitated. The next obvious step for him is a major-label contract, and...the label that signs Blood is going to get something special: a mixture of advanced jazz and creatively kinetic dance rhythms that is wholly organic and original." 

That label was Columbia Records, which signed James Blood Ulmer in 1981, and in relatively short order released three albums that redefined jazz-rock. Free Lancing (1981) touched many musical bases yet held together on the sheer strength of Blood's personality. Black Rock (1982) captured the fiery interplay of Blood and his second guitarist Ronnie Drayton, while a pair of tender ballads, "Family affair" and "Love Have Two Faces," served notice of Blood's surprising command of pop/R&B song forms. 
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The third Columbia album was Odyssey (1983), arguably Blood's magnum opus. It featured guitar and vocals, Charles Burnham on violin and Warren Benbow on drums: American music stripped down to its back-country bones. 

After that, things slowed down. Spooked by the recession, many clubs that once sponsored experimental music, closed their doors. Undaunted, Blood quickened his pace. He toured heavily in Europe, and he recorded several albums: Part Time (1984, Rough Trade), Live at the Caravan of Dreams (1986, Caravan of Dreams), America -- Do You Remember the Love? (1987, Blue Note) and Blues Allnight (1989, In + Out). 

Finally, Blood identified a strategy. He explains, "I decided, since they call my music all kinds of things in America -- blues, funk, all kinds of things at once -- I decided I was going to separate my music and play everything separate so there wouldn't be any mistake this time about what I'm playing." 

Accordingly, Blood assumed a three-pronged attack in which he would "work on the blues (more vocal music)," keep writing "music in harmolodic form," and maintain his active involvement with the Music Revelation Ensemble, a quartet composed of Ulmer, David Murray, Cornell Rochester and Amin Ali. "That's when I got with DIW," Blood says. "They seemed to want to try these different projects. So I did this blues record -- did all vocals." 

BLUES PREACHER, like 1991's Black & Blues (also DIW), is just one significant phase of Blood's current work. He has recorded three discs with the Music Revelation Ensemble (and is especially proud of one, After Dark), and is planning an ambitious album for string quartet and electric guitar. 

Through it all, the blues-gospel factor remains constant. "I always play blues," Blood says, "but I play it without trying to make it sound like I am confined to the situation." In other words, the problem that Blood has been able to solve is: How to play and sing with blues feeling without making the audience imagine itself as somehow superior to the artist? 

James Blood Ulmer's answer is to preach the blues: deliver it like an evangelist, "instead of doing it as someone trying to get free or out of bondage. That music," he declares, "set me free."

	James “Blood”  ULMER
	Tales Of Captain Black 
	1996 
	33:29
	label: DIW

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

Rec. 1978

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

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

	James “Blood”  ULMER
	Are You Glad To Be In America?
	1995 
	41:52
	label: DIW

rec. 1980

James Blood Ulmer [g, v (4,10)]; David Murray [t s] (см.); Oliver Lake (см.) [a s]; Olu Dara [cornet]; Amin Ali [b]; Ronald Shannon Jackson (см.) [d].

  This is the cutting edge and an underground classic. In the 15 years since it was recorded by a small, independet English firm appropriately called Rough Trade, then made little more available as remixed and resequenced on Ornette Coleman’s short-lived, U.S.-based Artist House label, ‘Are You Glad To Be In America?’ hasn’t lost a glint off its razor sharpness, steely bite, raw power or pressing revelance. In fact, this edge is now harder, brighter and more insistent than ever before. In the album’s new (third) mix, David Murray and Oliver Lake’s scathing saxes and Olu Dara’s clarion cornet (one of the criminally under-recorded horns of the century) stand front and center with the great James Blood Ulmer, whose guitar onslaught seems all the more fearsome for pouring so casually from his mind and unreeling full of barbs from his hands. [...]

  “Of course, we’d rehearsed for 35 days before we recorded, and that was after playing those songs already in my regular band: me, David and Shannon... I wrote the music and came up with the concept, which was to not use cymbals, or only use them for accents, and play the drums African-style. Shannon was practicing chants on his drums; that was good, so we locked it in from there. No ching-chinga-ling drums — another whole concept, with the bass playing funk lines against the drums and music for horns and guitar written in harmolodic form.” (J. B. U.)

  Blood was the first guitar player to be associated with Ornette Coleman’s unified field theory of music. He’s proud that when Coleman first heard him, fresh from Detroit’s organ jazz lounges, he said: “Blood, the natural way you play is harmolodic.”  Ulmer backed out his sound virtually on his own. He had to sneak out of his childhood home to hear the blues — “My family is tripping out on spirituals”, explains Blood, who’s adopted a Muslim name and attends a mosque — and he cast himself as a rhythm and blues man, not caring for straightahead jazz. “The role the guitar used to play was so limited,” he complains. “You’d get one or two choruses, and the horn player would get 12. You played backgrounds, taking parts the piano played. What I wanted to do was improvise. That seemed like something wonderful, like a salutation or praying to yourself. I wanted to take a very, very long solo. I played for the chance to have my own band and do that.”

  In subsequent projects, Blood has tended to isolate aspects of what he did here all at once. But he pursues the same uncomposing direction, because his question still pertains — and should resound with residents of lands far beyond U.S. borders. America is not a place — it’s a state of mind. And the answer to Are You Glad To Be In America? remains: “Yes, but....”                         — Howard Mandel

	James “Blood”  ULMER
	Music Speaks Louder Than Words
	1996 
	54:41
	label: DIW

J.B.Ulmer [g; v (4, 6, 9)]; Calvin ‘Hassen Truth’ Jones [ac b (1, 3, 5, 7, 8)]; Amin Ali [el b (2, 4, 5, 6)]; Rashied Ali [d (1, 3, 7, 8)]; Aubrey Dale [d (2, 4, 5, 6, 9)]; Michael Mustafa Ulmer [k (4, 6, 9)].

 Plays music of Ornette Coleman.

	James “Blood”  ULMER
	Odissey
	1996
	35:51
	label: Columbia. Recorded 1983.

James Blood Ulmer [g, v]; Charlie Burnham [violin]; Warren Benbrow [d]. All music, lyrics, arrangements and production by JBU.

In the summer of 1993 I purged my record collection and escaped from the Big Apple, destined for a better life in the Big Easy. Of the 4,000 or so pieces of vinyl I had amassed over the years, only a few hundred made the cut. James Blood Ulmer's Odyssey was one of those chosen few. I kept the album not only because it was an example of great cutting-edge jazz—full of dense, jangling dissonances, tonal distortions, savage rhythmic riffs and raw, earthy vocals interspersed with startlingly fresh improvisations—but Odyssey (and its 1981 predecessor, Freelancing) also represented a bigger picture in my mind. Those jarring sounds, at once tumultuous and beautiful like the city itself, represented a little piece of what I was leaving behind. To me, those two albums captured a moment in time—New York City, circa '80-something B.W. (Before Wynton).
Things were a lot different back then. It was a time of possibilities. After all, renegades like Ulmer and Arthur BIythe were being signed to major labels like Columbia. The club scene was considerably more open and the music seemed significantly more daring in those days. People were trying out all kinds of new shit in the early '80s, experimenting and taking chances at ultra-hip, pre-Knitting Factory venues like Verna Gillis’ Soundscape. Inroads, The Saint, Armaggedon, 8BC, Chandelier, Neither/Nor and a few other bohemian hangs and coffee houses below 14th Street, all long since defunct. It was an exciting time to be in New York.
I had arrived in the Fall of 1980, a corn-fed boy from the Dairy State newly transplanted to the Big Apple with big eyes and big ears, ready to take it all in. The buzz at that time was about this cat who was some kind of amazing amalgam of Taj Mahal and Ornette Coleman. He had already released two albums on feisty independent labels—Tales Of Captain Black (with Ornette as a sideman) on Artists House and Are You Glad To Be In America on Rough Trade—and was gigging around with his own trio.

Some critics were calling it punk-funk, lumping Blood into a no-wave movement that included such other renegade punk-funksters as trombonist Joe Bowie's Defunkt, bassist Bill Laswell's Material and saxophonist James Chance's group James White & The Blacks. One insightful scribe came up with the label "avant-gutbucket," conjuring up images of Albert Ayler and Skip James jamming on the Mississippi Delta. Naturally, I was intrigued. I caught some of Ulmer's early gigs around town in 1980-'81 and was knocked out by the rawness of it all, the absolute directness of his intensely dissonant, jangly-assed tuning on his beautiful blonde fat-bodied Gibson jazz box. And his choked, mud-toned vocal delivery, somewhere between Richie Havens and Jimi Hendrix, was positively incorrect in the same way that Monk's piano playing was incorrect or the way that John Lee Hooker's guitar playing is incorrect. This guy was the genuine article, indelibly tied to Africa like some dousangouni-playing griot while striding boldly into the future with a new thang.

And yet, skeptics abound. Some conservatory-trained guitarists, well-versed in The Real Book, scoffed at Ulmer's unique approach. "Well, you know, he really can't play the instrument," they sneered. Which is the same rap that people laid on Ornette when he first hit the scene or what jazz purist Barney Kessel once said about Jimi Hendrix in a memorable Down Beat Blindfold Test. But Blood isn't about rhythm changes or "Stella" or "Body And Soul" or "All The Things You Are." He's about raw, honest expression. As saxophonist David Murray, his bandmate in the Music Revelation Ensemble, once put it to me in an interview, "I love playing with Blood because he has a concept. Playing with him is always exhilarating because Blood is the best at what he does. I'll always be attracted to a cat who's got a concept."

On Odyssey, his concept was to strip down the sound to the bare bones. Unlike its predecessor Freelancing, which featured an expanded ensemble including bassist Amin Ali (Rashied's son), drummer Calvin Weston and the horns of David Murray, Oliver Lake and Olu Dara, Odyssey was a bass-less trio of guitar, drums and violin. Blood also introduces a special tuning that he devised especially for this session. As he explains, "I was trying to come up with something different for Odyssey. I wanted to hear the violin as the lead instrument and by using this harmelodic tuning that I had developed, I could simulate a bass and play guitar lines at the same time. So that combination of guitar, violin and drums was different, but at the same time, the sound was very full."

The sound on Odyssey was at times sparse and swampy, as on the engaging two-stepper "Little Red House," which comes across like Taj Mahal meets Doug Kershaw on the bayou. Or it could be blistering with density and intensity, as on the open-ended jamming vehicle "Church," a kind of John Lee Hooker meets the Mahavishnu Orchestra scenario.

Tunes like "Little Red House," "Love Dance" and "Swing & Thing" reflect Blood's Southern roots (he was born on February 2, 1942, in St. Matthews, South Carolina, and made his debut with his father's gospel group, the Southern Sons, at the age of 13). At times his odd-tuned flailings suggest an electrified banjo. Charles Burnham's haunting wah-wah violin lends a hovering presence throughout the session as he comments on Blood's spikey phrasing while underscoring with mesmerizing drones, as on "Love Dance" or "Election." In the late '80s, Burnham would go on to replace Billy Bang in the String Trio of New York, but on this recording date, he sounds like the perfect foil for Blood's jangly abstractions.

Ulmer unveils his Jimi-esque vocals on the sing-songy "Are You Glad To Be In America?" then seriously deals on the title track, a dark, disturbing instrumental full of jagged chords and slashing phrases. It's the freest cut on the album and perhaps the best adaptation of Ornette's harmolodic concept on the guitar. As critic Kevin Whitehead so aptly put it, "blues-drenched harmonic unpredictability."

Along with the original vinyl copy of Odyssey, I still have an issue of the long lamented New York Rocker from 1981 with James Blood Ulmer on the cover. Back then, Blood was the new news. His sound was completely unique and instantly recognizable. And like Ornette and Eric Dolphy and other iconoclasts before him, his music sparked controversy and debate.

Now, some 13 years after its initial release as we find ourselves neck-deep in a politically conservative, musically-retro climate, hearing Odyssey again is like opening a window in a musty room and letting a fresh breeze in.

—BILL MILKOWSKI May, 1996
Bill Milkowski is a regular contributor to Jazz Times, Modem Drummer and Guitar Player magazines. He is also the author of "JACO: The Extraordinary And Tragic Life Of Jaco Pastorius" (Miller Freeman Books).

	(James “Blood”  ULMER)
	THIRD RAIL:

“South Delta Space Age”
	1997
	51:49
	blues-funk

label: Polystar (New York) www.antillesnet.com 

James Blood Ulmer -- Electric Guitars, Voice

Bill Laswell (см.) -- Bass

Joseph "Zigaboo" Modeliste -- Drums / Percussion

Bernie Worrell (см.) -- Hammond B-3 Organ / Clavinet

Amina Claudine Myers -- Hammond B-3 Organ / Electric Piano / Voice.

Produced by Bill Laswell and James Blood Ulmer. Engineering: Robert Musso.

1 Dusted 7:07 (J. Weaver, J. B. Ulmer, B. Laswell) 

2 Grounded 4:26 (J. B. Ulmer, J. Modeliste, B. Laswell) 

3 Funk All Night 4:51 (J. B. Ulmer) 

4 In The Name Of 5:17 (J. B. Ulmer) 

5 Please Tell Her 3:55 (J. B. Ulmer)

6 Itchin’ 4:48 (J. B. Ulmer)

7 Blues March 7:45 (J. B. Ulmer, J. Modeliste)

8 First Blood 5:22 (J. B. Ulmer)

9 Lord Thank You 8:03 (J. B. Ulmer)

	James “Blood”  ULMER
	Forbidden Blues
	1998
	51:39
	free funk / avant-jazz

label: DIW

rec. 1996

James 'Blood' Ulmer [g, fl, v]; Charles Burnham [vln (#5,7,9)]; Calvin Jones [ac b (#1,2,3)]; Amin Ali [el b (#4,6,8)]; Calvin Weston [d]; Michael Mustafa [k (#4,6,8)] Dana Manno [v (#2)].

Since the late 1970s, James Blood Ulmer has defined himself as a musical chameleon with a singular sound. His many ensembles range from blues/funk trios to chamber jazz quartets to free jazz sextets to harmolodic funk and soul groups. The band he assembled for Forbidden Blues in 1996 was his standard blues with Amin Ali on electric bass and Calvin Weston on drums, and augmented on certain cuts with longtime collaborator Charles Burnham on violin, Calvin Jones playing acoustic bass, Michael Musutafa on keyboards, and vocalist Dana Manno on one cut. Blood, of course, played guitar, sang in a few spots, and even played flute on one track. Like the 2001 issue, Blue Blood, this is a mixed bag musically: there are free harmolodic workouts in spaces, but these are few. What Ulmer seems to be using this band for is to play jazz songs. They are somewhat mood driven, late night, post 3 a.m. numbers, following a series of interweaving melodies that call on each other for the next step harmonically. "Eviction" is such a track, where the late night vibe permeates, an acoustic bass controls the groove and Ulmer plays his layered melodies, much like a singer would, changing keys and octaves while retaining the harmonic sensibility of the tune. It's beautiful and swings with a restraint we get from the artist increasingly these days, but was new then. 

On "Do You Wanna," Ulmer returns to the territory he explored on Black Rock in the 1980s. Powerful harmolodic chords create a riff for his voice and Ali's bass wedges a deep, almost P-Funk bass line into the center of the track, which becomes its backbone and the musical stage Ulmer sings from. They lyrics are no big deal -- they haven't been since Are You Glad to Be in America -- but they add to the overall groove 'n' roll of the cut. When Ulmer reunites with violinist Burnham, such as on "Forget Not," "Hymn," and "Inspiration," the music becomes truly wondrous. The interplay is so effortless, so intricate and fluid, it's as if each man had played the other's instrument before. Solos take place within riffs that change colors, timbres, and shape each time they're played. On "Hymn," the artist ups the ante by playing flute in addition to the guitar. These tracks are the album's standouts to be sure, but there isn't anything substandard here unlike a few of his preceding efforts. For those who are looking for Blood Ulmer to play the role of harmolodic guitar master, there is always the Music Revelation Ensemble. For those seeking to listen to the continuing development of James Ulmer as a musician, there are projects like this one, that pick up where his Odyssey recordings leave off, and where the Blues Preacher and Blues All Night recordings, flawed as they are, tried to direct our attention. This is jazz that embraces the spectrum of black music and holds within it the possibility for magic at each and every turn.

1. 

What Is 
 4:40

2. 
Forbidden Blues 
 
5:56

3. 
Eviction 
 
6:36

4. 
Do You Wanna 
 
6:47


5. 

Forget Not 
 5:33


6. 
High Yellow 
 5:07

7. 

Hymn 
 5:52



8. We Got to Get Together  
6:15


9. 
Inspiration 
 4:49

all compositions by J.B. Ulmer

	James “Blood”  ULMER
	ODYSSEY BAND: 

“The Reunion”
	1998
	54:32
	avant jazz
label: Knitting Factory Works (NY)

James Blood Ulmer [g, v]; Charlie Burnham [el violin]; Warren Benbrow [d].  Produced by James Blood Ulmer.

1. No Other Option

2. Channel 1

3. Running Man

4. I Believe In You

5. Online Junkie

6. I Am

7. Love Dance

8. Where Did All The Girls Come From

9. Alham Du Allah

James “Blood” Ulmer is the leader of the "Odyssey Band", a free-flowing funk/jazz band famously infamous for their three landmark records released on Columbia. This highly-anticipated release features Charlie Burnham on electric violin in a wrenching testament to the muddy Delta blues that they grew up on. If the Waterboys were from Louisiana, this is what they would sound like.

In 1972 Ulmer and Ornette Coleman met and began their legendary collaboration, experimenting with sounds and tones in what would later become Coleman’s signature "harmolodics" theory. For three years, Ulmer performed with Coleman's sextet... featuring the legendary lineup with Don Cherry and Charlie Haden... yet never recorded with them until 1978.

A universally lauded "free jazz" guitarist, Ulmer is also well-known for his Southern lyricism and affinity for waltzing ballads, perhaps best exemplified by the recordings "Black and Blues" and "Blues Preacher" and his work with Third Rail.

  An odyssey through one vision of music and joy. An unique group with unique instrumentation and a clear message. Love. Unequivocal love. And passion. Here we have both guitar and violin as lead voices with unparalleled participation by the drums. [...] Only no longer strictly under the tutelage of James ‘Blood’. No longer the captain and his crew, but now one entity filled with intensity and religious fervor with ‘Blood’ doing the honors at the helm as producer and the Knitting Factory serving as the ship. And the music... Well, the music serves as those sirens to tempt us, the listeners, and lure us in. The titles say it all. There is no other reason but to relax and «keep things straight». Keep all channels open; particularly the main one. Keep yourself and your priorities right. Don’t be a junkie. Believe in yourself and the one you love. Remember who you are. And always affirm that fact with a resounding I AM! Be at one with the One... «and that’s for sure». [...]

  Formed in 1983 the legendary Odyssey Band recorded three classic albums for Columbia Records and then never recorded again. Until now – mixing blues, gospel, soul, harmolodics and freeness a la Ornette Coleman and Jimi Hendrix. The power trio featuring James Blood Ulmer continues along their journey of discovery. Reunited and feels so good!

JAMES BLOOD ULMER

Interview by Jason Gross (April 1998)

Thought there's been hundreds and thousands of hotshots who vowed to take the guitar to the next level after Jimi Hendrix broke the doors open, James 'Blood' Ulmer is one of the very few people to actually do this. His legend would be secure just from his work with Ornette Coleman as harmolodic music (combining harmony and melody) began to take shape. Ulmer really came to his own and then some as he began his solo careeer at the end of the '70's, putting together this distinct new wave of free jazz with bottom-bumping funk and gut-bucket blues as he began to make his own revolution in music, culminating with 1983's Odyssey. For years now, he's faithfully explored the possibilties that he's opened up with his own records as well as the Music Revlation Ensemble and now the James Blood Ulmer Blues Experience and a return to his Odyssey band (with violinst Charles Burnham and drummer Warren Benbow). Any thoughts that this concept may not sound as fresh today were laid to rest pretty quickly with an Odyssey show at the Knitting Factory where Blood, Burnham and Benbow burned up the stage-recorded evidence of this can be found on the recent Odyssey Reunion CD.

PSF: What led you to work with the Odyssey band again?

Well, it was really Charlie Burnham's idea. I was working in Third Rail, Music Revelation Ensemble and the Blues Experience. It was Charlie who insisted that we should go after this sound again. We're playing what I would call diotonic harmoladic music, meaning that the guitar, violin and the drums are totally playing in unison with equal voice. The guitar I have tuned to a unison tuning, away from the regular tuning of the guitar. No one plays the guitar tuned with all strings tuned to one note. The concept is about that, being that we are trying to play a special music that shows the difference in the structure of the instrument of getting the sound and having a base for what we're doing. Meaning that the guitar has to take care of a certain area and the violin is basically on top, the guitar is in the middle and the drums are on the bottom, playing in unison at the same time, harmolodically. That's what we were trying to do and that's what we were working on before. To start back working on that in that manner and with those instruments and making a good effort of continuing what we call harmolodic music where the instruments are in key, playing all 12 notes at the same time.

PSF: What's interesting about the band is that you have no bass player but you don't notice that when you hear the music. It's like there's no hole left there, no gaps.

We have a middle, a bottom and a top. It's what it's supposed to do. Once you make that connection, that's what's supposed to happen.

PSF: Going way back, you were in gospel group with father when you were young. What kind of bearing do you think that had on your later music?

That's WAY far back! (laughs) That's when I was a kid. I don't have too much recollection about that. We had a spiritual group. He (my father) was the leader and manager of that. I was in that group. I was waiting to get out of that group! Everything you do has a bearing on your music until you take a while and decide what you want to do with your music. What are you going to do with it? Once you decide that, everything that you've experienced is going to become what you're playing, what's coming out of you.

PSF: After that, you were in a band called Focus Novii. You did some gigs with Funkadelic back then?

I was playing in the 20 Grand Club and the Parliaments were the house band upstairs and I was playing in the jazz band downstairs. At the time, I thought I was much more advance than Parliament-Funkadelic. I was playing jazz and they were playing blues. (laughs) I should have thought about it because it turned out the other way.

When you learned how to play jazz, money didn't set the trend with how advanced you were with what you were doing. You went to school and you started out with church music then you play the blues and then you play avant-garde and then you play classical, first and last, and then you play what you want to play after that. That's how the school went. You'd pass a certain grade and then you'd go. That don't mean anything about how much money you make.

PSF: A lot of musicians took the same route. You think this is a necessary learning experience?

I don't think people are still keeping that same system going. I was think it was used for a while but I don't know about it. I think it's more or less a finance (decision). Everybody who plays music isn't really supposed to play music. You really could do something else much better. You ever hear anybody play music like that?

PSF: A lot of times!

Right, you hear them play but you really think they could do something else much better. (laughs)

PSF: I've heard you say that you've tried to get rid of scales and chords in music. Is this something ongoing for you?

I want the scales and chords to exist because without them, there would be no way to distinguish what you're playing. You playing a scale, you know what you're playing. If you wasn't playing a scale, you would have to find out what you're playing. A scale is a way that something is set up to do. There's another side to that, which is harmolodic again. That's where it's very valuable to know harmolodic music where you don't have to depend on the chords and the scales. That's what it means. But you have to know about it first. You can't NOT know about it.

PSF: Since we're talking about harmolodics, could you talk about your work with Ornette and how you each may have influenced each others' music?

Well, when you're working with someone close, like the way me and Coleman was, the thought is never what you're doing for each other. The thought is what what you're doing for what you're trying to do. Coleman always worked on something specifically and tried to take it to the highest level there is. So when you get through doing that, you ain't got time to be thinking about influencing somebody. You're trying to finish that piece of work.

One time I was writing the music to this play and he was into just directing it. He wanted to know every beat on the whole score. He puts everything to music and it was just incredible because (it was like) going through a needle and thread without leaving the hole. Just knitting it. It was amazing! Working with a person like that is just so amazing so you really don't think about who's influencing who. You're just thinking 'let's find out a way to get this.' He's definitely made me aware of harmolodic by making me aware of certain things. The coolest thing he told me (was) that I was a natural harmolodic player. He was one of the persons who could make you feel like what you were doing was so important. That's another thing that I got from Coleman- it's like someone who makes you feel that what you do is good. That's what he done.

PSF: You started as an instrumentalist but soon added vocals to songs- what led to the change?

After the first record I made, Tales of Captain Black, I started putting one song or two songs on every record I made. I figured that I do that one day because before I started playing and got to New York with it, I used to always be involved in singing music. I wasn't necessarily the singer but I was playing in bands where there was a singer. I always admired that kind of singing so I didn't want to cute it really loose. I always wanted to have a little singing because that's where I came from before I met these powerful guys. I always put one or two on a record until I had enough songs to play a gig singing songs.

PSF: With those early bands that you had when you started, did anything going on in other types of music like new wave or punk have any bearing on your own music?

Tales of Captain Black was produced by Coleman. With Freelancing, I don't know no band that sounds like that. I had Shannon Jackson playing drums, Calvin Weston, Olu Dara, David Murray, Amin Ali. That band was, I hate to say this, the first black band that entered into the clubs in New York City and did punk/funk/new wave. James Blood Band was the first black band to be playing that music in those clubs like Hurrah and Danceteria. No white band was playing shit like we were playing. I didn't hear no motherfuckers playing shit like we were playing. They let us in and we played with (Captain) Beefheart and Public Image and played in all those big clubs in New York. The shit was happening- nobody was playing that shit. I haven't heard anybody playing that shit yet- that's why I got to go back and play with Odyssey! (laughs) I had to go back 15 years to that!

PSF: Are You Glad to Be In America came out on different labels (Rough Trade and Artists House) with different mixes. Are you satisfied with either of the released versions?

To me, it's all the same music. I can hear through all of it. I don't hear the mix, I hear the music. The mix is very personal, like you see a woman and somebody might like her shoes or her dresses but you still see the woman. (laughs) I don't hear the different versions. I don't hear that. I mixed both of those records so it sounds like the same shit to me. I know they must have something there because we were trying to definitely get a different mix. I heard Ry Cooder say 'that first mix was the baddest thing. Nothing'll ever touch that.' He's slick, man! There might be something there but I can't hear that yet. I know it's something different. When I'm going in to make a record, I'm always trying to figure out how to make a certain mix. Once it gets to a certain point, I'm just agreeing with everybody. I'll be waiting for the co-producer to jump in there! I'd be trying to get the music straight and getting everything to line up and make sure anyone isn't playing what they're not supposed to be playing and get that out of the way. Then I'm ready for someone else to step in.

PSF: There was four year gap between Odyssey and next solo studio album though you did collaborations with David Murray and George Adams. Was there any reason for that?

Yeah, I was looking for a record deal! I was bumped off Columbia. But I don't have any problem with Columbia. I did my three records and they didn't pick up the option but that was good. If I had made a million dollars off of three, that would be enough. I didn't need any more. That was good- I'm glad they didn't take any more because I didn't make any money off the first three! (laughs) I didn't mind get bumped off there at all because I was trying to get into real serious music. They didn't want what I call real, serious music. All I know is that it was good that we got to do three records with them 'cause I could say that I had it on Columbia Records. Some people have made 10, 15 records on Columbia and they're still trying to pay for things. They did pretty good. They thought Odyssey was a really good record. In fact, it did better than they thought it was going to do.

I also understand the record companies. You're trying to sell something and make money and you got all these people coming up here and you have no idea what to go by except what is selling, you have to have a different kind of head for that. It's good that these people exist. That way, you might get something to go.

PSF: How do you objectively see the music you were doing at that time in the early '80's?

I was glad that we got the chance to do those records. It was right in the time and at the top of the time too. No one knew whether they was going to like that. Something came out of that era right there, in the '70's and '80's. I think it was starting to materialize in the late '60's and then it came out strong at the top of the '80's. The way that many bands survived during that era, with Beefheart and Public Image and all these guys that were into that zone, it was almost... holy! (laughs)

PSF: You've spoken about seperating aspects of your work with blues (Blues Experience), harmolodic and Music Revelation Ensemble in early '90s. Why did you break up your work/style like that?

Basically, I have a problem because I'm a musician and I like to play and ever since I've been playing music, I never worked with too many people. Too many people don't call me up to work. I figured that I had to create different kinds of situations where I could play in. I have to find a band to work in to play a special type of music. I have to create the type of band that I want to keep playing with. I used to play with rhythm and blues bands and I'm a die-hard so I don't want to give it up. I don't want to go all way over and start something and just stop something I've been doing. I just didn't want to stop it, I wanted to keep it going. I guess my whole music has been that way. I'd work on certain things and just try to keep it going and create enough activity. That's real hard, harder than making your own job!

PSF: Would you see yourself doing a convergence of these things again?

What makes that impossible is that playing the guitar in tune is different than playing the guitar out of tune. The greatness of one is not in music. Everyone thinks about the greatness of one. But music don't have one thing. Every one thing has the music- you're supposed to put everything in one thing. If I'm playing the blues or playing with Music Revelation Ensemble, I'm just as happy. But to express yourself, you can do it vocally or on at instrument or express yourself with gestures. You have to express how you feel about what you're doing some kind of way. Some have one, some have four!

PSF: With Third Rail, do you see that as a break from your other music?

I thought that it would have been a step in the right direction for what I was trying to do with the Blues Experience. I was just singing songs with that and getting together that project. I thought that I would get the chance to play with players that already had the direction themselves who could come together and do that one thing that I was talking about. Everyone with a concept and putting that concept together to make that one thing on their own without me saying 'you play this rhythm and you play this.' When the drums start, Bernie (Worrell) knows were to play! He gonna play something that you didn't know he knew about.

That's what I thought it was going to be. But I still have big hopes for Third Rail. I'm sure if we could ever get the paperwork to match the music, then we would be fine.

PSF: How did Harmolodic Guitar And Strings come about? That seems like kind of a departure from your other work.

Yeah, that was different. That was another extension of the Odyssey band. I was thinking that the string quartet would be my next move. It would be the string quartet with Odyssey. That would be powerful. You always have to do a little bit first. I did that with the string quartet. Then maybe an orchestra. If I would play with that concept, I would first play that music for people. So we won't write no more new music for now, we won't change the script until people really get to hear this.

PSF: With your recent tribute CD to Coleman Music Speaks Louder Than Words, what aspect of his work were you exploring?

What I was really trying to demonstrate on that record was to show how you could take a harmolodic melody-- I chose Coleman's music which I thought was direct harmolodic melody-- and play it on your instrument and get the same value out of it as he got from playing it on alto. Letting the guitar flow with the melody and get the same authority and flow into that feeling. Playing Coleman's music on the guitar- that was basically the kind of feeling I was trying to get. Meaning that the guitar controls all of the sound, not the horn. If you notice in this material, the guitar was dominating the sound more than the melody. Putting that melody inside the guitar and winding it up to play 'dee-dee-dee-dee'! (laughs)

But Coleman put a SOUND on that harmolodic music. I like his melodies, he can write and play some pretty melodies. He could make a note real meaningful. He like to play that way, every note has to be that way. He don't like to play notes that don't mean something.

PSF: How do you think his music has changed since you played with him?

I think the people that Coleman has been playing with have been changing, not the music. Coleman plays the same music, the same way. The only reason that he sounds different now is because of the people he plays with.

PSF: How do you think your playing style has evolved from Tales of Captain Black to now?

Odyssey, Music Revelations Ensemble, all those things happened after that. That's what came out of it. It's just a changing process. I don't think it's finished.

PSF: Hopefully not.

Right! (laughs) It's like if you turn wild horses loose, you always send them home. I hear some stuff that's different sometimes. I hear a 24-guitar orchestra. But who knows. Music just keeps evolving and going around. But there's not that many concept systems for it.

PSF: Are there other guitarists whose work you admire?

I like a lot of guitar players. It's hard to listen to a guitar player. I never really listen because when I was coming up, starting to play music, they didn't have no guitar. John Coltrane, Miles Davis, these brothers didn't have no guitar players. I didn't really listen to guitars. For now, I don't know. I like all guitar players I guess. I know Jimi Hendrix did something for the guitar. He could PLAY on that. He made a movement which was good and used that. He was maybe the last guy who did something for the guitar. That was an instrument that you couldn't play much. They used to let you play one or two choruses and that was it. That's all you had. Thanks to Jimi, we got to get in the house and play.

PSF: What did you admire about Hendrix?

The way he played, not his music. His playing was really good and it captured a lot. Everybody's trying to get that sound that he captured in that music. It captured more people than wanted to be captured. That sound that he was playing enabled guitar players to go out and get jobs. 'I'm Jimi Hendrix!' 'I'm Jimi Hendrix!' 'I'm Jimi Hendrix!' That's what every guitar player was saying. That sound was all you needed to have. It's not his music, it's the SOUND that's what happening.

I got to the sounds as the strongest part of that music. How he played it, sliding it between his legs and setting it on fire, I'm not into all of that! I'm not coming from there. To me, that's forbidden in my day. You weren't allowed to do stuff like that. You can't fuck a guitar! You can't set it on fire! If I did that, I couldn't get out of the way probably- I'd be thinking about the beautiful notes and then I'd catch on fire myself! (laughs)

PSF: You've worked a number of times with Jamaaladeen Tacuma and Ronald Shannon Jackson- do you find a certain chemistry there, playing with them?

That's some good brothers now. It's like you get left in the wilderness. When we get together to play, it's like we all got left in the wilderness! Finding out how to get out. We're playing together, it's like 'wow, where IS the leader?' (laughs) That's what that feeling is.

PSF: Could you talk about the projects of the American Revelation Music Production?

That's my production company. They put together everything I do. Since 1978. Our goal is to try to work with all of the artists who have played inside this company already and done something already. Ronnie Drayton, Bill Laswell, Jerome Brailey, Bernie Worrell, Amina Meyer, Cornell Rochester, Calvin Weston, Amin Ali, Charlie Burnham, Warren Benbow, Salieu Suso, Kewulay Kamara and Akua Dixon, who's a good person to know because she can get an orchestra together like that (snaps his fingers). Also, Gayle Dixon, John Blake, Ron Lawrence.

PSF: What about your work with the band Sacred Concept?

It's a concept of how to take the music and celebrate the praises of the Creator instead of a lot of other things. We have a kora player (Salieu Suso) and a guitar and a kimba (Kewulay Kamara). I think it will also have to come out of the realm of Odyssey. Odyssey has that revealing sound from that kora that's in there. A great horn for that sound is the digeridoo. We haven't done anything publicly yet with this group but we're trying hard. We've got the music and we're ready to record but ain't no record companies. It's something that I'll have to do myself and I would be glad to do that myself and produce.

PSF: How do you see jazz today?

It ain't going nowhere. The thing to do in music now is to celebrate the praises of the Creator. That's what anybody has to do with playing any instrument. Just try to celebrate this. That's all. No more songs about how you feel about the rain or how the band's looking or what you had for breakfast. It's time to celebrate the Creator.

PSF: What about other styles of music today? Any thoughts on music nowadays otherwise?

The way they're doing it now is wrong. They use the young kids for everything. They had to age you a little bit. If you ain't 30, you got to wait! Then when you're 40, you got to quit. But the Creator knows what he's doing, everyone else is crazy but he knows what he's doing.

But I like all types of music. I like everything I've heard because they was playing music. It's like meeting a family member, when you're hearing it and they're really trying to do it. When you're hearing it, you can't help it. You got to like that! I love all this stuff. All classical music, I don't know who the composer is but I love it. I know more about the music than I know what the composer's name is. I don't have to know the name of the person. It's like when you're listening to music at night and hear something good, you think 'I'm glad I don't have to compete with them tonight!'

PSF: How would you like people to remember and look back at you and your work?

A hard worker! That's it! (laughs)

	James “Blood”  ULMER
	Blue Blood
	2001
	48:22
	label: Innerhythmic (New York)   www.interhythmic.com 

Performed by James 'Blood' Ulmer, Bill Laswell (см.), Bernie Worrell (см.), Jerome 'Big Foot' Brailey, Amina Claudine Myers.

Produced by Bill Laswell & James 'Blood' Ulmer.

Engineered by Robert Musso (см.).

Realization: Bill Laswell.

Как и явствует из названия – блюзовый проект. Аналогичный состав и продакшн – см. тж. выше диск THIRD RAIL.

	James “Blood”  ULMER
	MEMPHIS BLOOD:

The Sun Sessions
	2001
	59:24
	free-funk / blues

label: M

JBU: guitar, vocals

Vernon Reid (см.): guitar

Charles Burnham: el violin, slide mandolin

Mark Peterson: bass

Aubrey Dayle: drums

Rick Steff: piano, wurlitzer, hammond b-3, accordion

David Barnes: harmonica

Over three days in April 2001, James "Blood" Ulmer and producer/guitarist Vernon Reid (yes, of Living Colour fame) went into the legendary Sun Studios in Memphis and kicked out some of the greasiest, knottiest, most surreal blues music ever. The blues have always been part of Ulmer's iconography, even when deeply entrenched in the harmolodic theory he helped to develop with Ornette Coleman. Over the years on his albums for DIW, Ulmer has with mixed results attempted to dig into the blues wholesale, but until now, with the aid of Vernon Reid and a cast of stellar if not well-known musicians, Blood hasn't been able to indulge his obsession to the hilt. All 14 songs on Memphis Blood are covers, many of them blues classics from the canon, with a few from Ulmer's own shrine book. The set opens with Willie Dixon's "Spoonful." There's a trace about 12 notes coming from the harmolodic E to the fore before Reid and Ulmer kick it in with harmonica player David Barnes, whose blowing in this album is so meaty, tough, and oily that he must have learned how to play in a Memphis rib joint. Also getting down into the pit of the blue-black mass is Ulmer's running partner, violinist Charles Burnham, who puts a wah-wah on his axe in "Little Red Rooster." Burnham reveals that there is more than swing to blues violin chops; he could have taught Sugarcane Harris or Papa John Creach plenty. Burnham's sense of dynamic and timing is phenomenal, as he underlines each line of Ulmer's lyric with a phrase that moans and snakes as the singer wails. On Otis Rush's "Double Trouble," Reid gets his turn to shine, and he does explosively, but in the vernacular. He doesn't give us his standard thousand-note run, but instead blistering attacks on the minor-key side of the tune; he's all edges and cutting, spitting notes and fury. As for Ulmer, he's never sounded more at home in his role as singer and guitarist, funking it up just enough with those edgy chords and strangled, single-note runs. He allows Reid to run the musical proceedings and settles in to front the band. The music, as a result, is fiery, loose, and full of drunkenly spirited, explosive delight. It's a careening, side-railed music that tells a story only insofar as these cats are all imagining their own stories while playing in this studio, which has housed every great they play tunes by. As tired as the blues genre is, Memphis Blood is a fresh injection of blues truth; this is Saturday night drink, dance, and sex music. This is the music to do stuff by that you're gonna have to repent for on Sunday morning without pose, primp, or preen. If any man or woman doubts that this is the blues album of 2001, let her or him listen no further than John Lee Hooker's "Dimples," and then shake 'em on down. Ulmer delivers here, big time.
1. Spoonful

2. 
I Want to Be Loved
3. 
Little Red Rooster
4. Dimples

5. I Just Want to Make Love to You
6. Evil

7. 
Death Letter
8. Fattening Frogs for Snakes
9. Money

10. 
I Love the Life I Live, I Live the Life I Love
11. Too Lazy to Work, Too Nervous to Steal
12. Double Trouble
13. I Asked for Water (She Gave Me Gasoline)
14. Back Door Man

	James “Blood”  ULMER
	Guitar Music
	2002
	48:44
	multimedia CD
James Blood Ulmer, Rodolphe Burger & Meteor Band:

JBU: guitar, vocals

Rodolphe Burger: guitar, vocals, keyboards

Madeo: bass, vocals

Arnaud Dieterlen: drums

recorded: June, 2002

1. House people

2. Are you glad to be in america?

3. Cheering

4. Blues allnight

5. Long-legged fly

6. Play with fire

7. Huit couche

8. Let me take you home

9. Unlimited marriage

10. High tech

	James “Blood”  ULMER
	No Escape From The Blues
	2003
	48:58
	JBU: guitar & vocals

Vernon Reid (см.): guitar, el sitar, banjo

Leon Gruenbaum: piano, hammond b-3, wurlitzer, fender rhodes,

                melodica & samchillian tip tip tip cheeepeeeee

Charlie Burnham: el fiddle, mandolin

David Barnes: harmonica

Mark Peterson: ac & el bass

Aubrey Dayle: drums

Queen Esther: vocals (1,6,8)

Olu Dara: pocket trumpet (8)

John Kruth: tamboura (11)

Maya Smullyan Jenkins: tap dancing (8)

1. Goin' to new york

2. Hustle is on

3. Who's een talkin'

4. Ghetto child

5. Are you glad to be in america

6. You know, i know

7. Come on

8. Bright lights, big city

9. No escape from the blues

10. Satisfy (story of my life)

11. Trouble in mind

12. The blues had a baby and called it rock n roll

	Kazutoki UMEZU
	Abandon -- All Improvisation
	1987
	68:53
	Kazutoki  UMEZU - см. тж. с: THIRD PERSON; Kalle LAAR; Tom CORA; Sergey KURIOKHIN; Samm BENNETT (в 'Aternative'); TENKO (в 'Aternative');

label: Kojima Recordings (Japan)

Tom Cora (см.) [cello], Umezu Kazutoki  [a s].

http://www.j-music.com/umezu/ 

Tom CORA – см. тж. Tom CORA; и ('Jazz' / 'Alternative') с: Elliot SHARP; CURLEW; J. ZORN / MICHIHIRO “Rodan”; HAT SHOES; SKELETON CREW; BOBVAN; Fred FRITH; The EX; Takashi KAZAMAKI & Kalle LAAR; Iva  BITTOVA;

“Tom Cora pushed the boundaries of the cello beyond its known capabilities. A vital member of the Downtown scene, his playing, composing, and creative energy was an inspiration us all.”

----- John ZORN

	Kazutoki UMEZU
	Eclecticism
	1993
	43:45
	label: Knitting Factory Works (NY)

http://www.knittingfactory....ue/CD_List/Eclecticism.html 
K.Umezu [reeds]; Marc Ribot (см.)[g]; Curtis Fowlkes [trb]; Brad Jones [b]; Dougie Bowne (см.) [d]; Samm Bennett [perc].

Один из самых весёлых фри-джазовых проектов в мировой истории.

Yakitori 

Western Picaro 

Juicy Mami

Horse Work 

Stable Seven

Lulu and Roro 

Junk

Ballet Dancer
Despite his Tokyo address, Kazutoki Umezu is an unofficial member of the amorphous New York Downtown Scene. He works with artists as diverse as Samm Bennett, Tom Cora, and David Sandborn. His saxophone playing has been featured on John Zorn projects and Japanese pop records, as well as on his own releases. The all-star band Umezu assembled makes his songs smoke and sizzle.
  Born in the city of Sendai in 1949, Kazutoki Umezu debuted his first musical work while a student. He has not stopped since then. One of Knitting Factory Works most profilic artists, Umezu has been collaborating with the world’s most important and talented jazz musicians. Leader of Shakushain, integral ‘Third Person’, acclaimed solo artist, soundtrack composer and just plain awesome sax player, Umezu continues to astound audiences worldwide.

  Though he’s an unknown outside NYC and Tokyo, Umezu’s bandmates are on the this-is-the-good-shit list – Tom Cora, Mark Ribot, Wayne Horvitz, and Sam Bennett – and this disc burns cool, from chop stylings to wide open interplay on the leader’s sax themes. There is something here that every listern can dig.

  This record has been likened to cyber-jazz for a neuromancer future. With touches of Middle Eastern mysticism, Delta down-and-dirty blues, and even a strip joint ditty or two in evidence. Eclecticism’s varied scope manages to rock AND roll with both wit and wisdom. 

	Kazutoki UMEZU
	First Deserter
	1997
	55:13
	Voted one of the Top Ten Discs of 1997 by Exclaim Magazine

label: Knitting Factory Works (NY).  www.knittingfactory.com 
Kazutoki Umezu [s&a&bar saxes, saxellow, cl, bass cl, penny whistle, hojok, kehn]; Marc Ribot (см.) [g, alto tp]; Wayne Horvitz (см.) [p, organ, k, kehn]; Tom Cora (см.) [cello, kehn]; Samm Bennett (см.) [d, perc, samples, kehn].

http://www.j-music.com/umezu/ 

Tour Without Passport

Used Go-Go

Get Away With Murder

N’Kakka

Chindou Ariran

Rubber Band

September First

Around The Jazz

Thai – Suki

Person Like Me

En Dress

Vietnamese Gospel

Used Used Go-Go

Though he’s an unknown outside NYC and Tokyo, Umezu’s bandmates are on the this-is-the-good-shit list – Tom Cora, Marc Ribot, Wayne Horvitz, and Samm Bennett – and this disc burns cool, from chop stylings to wide open interplay on the leader’s sax themes. There is something here that every listern can dig.

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

Ned Rothenberg...   "If I had to choose one word to describe Umezu, it would be 'exuberant'. His music just bounces along like a ball."

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

Samm Bennett... "Kazutoki Umezu looks damn good in a cap."

	Kazutoki UMEZU
	Kazutoki Umezu & Shakushain: “Desert In A Hand”
	1997
	47:25
	label: Knitting Factory Works (NY).  www.knittingfactory.com
Kazutoki Umezu [reeds, pianica]; Tsuneo Imahori [el&ac g, flat mandolin]; Isao Myioshi [el&ac g]; Kazuto Shimizu [p, k, organ, bass cl, vocoder, toy piano, xylophone]; Masatoshi Mizuno [b]; Tomohiro Yahiro [perc]; Kozo Niida [d].

This band’s stance on assimilation and domination is documented through its music; a blend of uncompromising experimentation and contemporary Japanese joie de vivre. All of the musicians who comprise Shakushain are well known in Japan and throughout Europe, either through their collaborations with Umezu and other artists or as band leaders in their own right. Tsuneo Imahori has played with John Zorn and Tom Cora, among others, and is well known as the leader of ‘Tipographica’, a progressive Japanese band. [...] 

“Japanese big band at it’s best.”

1. Belfast

2. Shower of Passion

3. Dark Meat

4. Today’s Lambada

5. Seven Crowns

6. My Septic Tank

7. Climb Kintamani

8. Laugh Point

9. So Long Vacation

	Kazutoki UMEZU
	Carlo Actis DATO & Kazutoki UMEZU:
"Wake Up With Birds"
	1999
	56:11
	label: Knitting Factory

rec. 1998

Dato's familiar routine continues to attract, and it's a testament to the quality of his performances, and to his personal perseverance, that he is able to translate his concepts to so many forums. This recording captures him live in Japan with saxophonist Kazutoki Umezu, who appears entirely comfortable on Dato's musical turf. Together, the two reed players create the mixture of Eastern European medleys, Jewish wedding music, and free jazz that has characterized Dato's work. While the sources may not be original, the product is, and fans of the saxophonist should not be disappointed. The idea of two very similar performers might sound constricting (and it sometimes is), but these two make the most of the limitations with a variety of horns; collectively, they play soprano, alto, tenor, and baritone saxophones, and B-flat and bass clarinets.
1. Mad Chickens

2. Wild Shells

3. Malicious Ladybirds

4. Afrocats

5. Nice Turtles

6. Pretty Pigs

all tracks composed by Dato & Umezu

	Kazutoki UMEZU
	KAZUTOKI UMEZU KIKI BAND:

"Live at Moers Festival"
	2004
	67:20
	label: Zoot Records (Japan)

umezu@tt.rim.or.jp 

Umezu Kazutoki – alto sax

Kido Natsuki – electric guitar 

Hayakawa Takeharu – electric bass

Niida Kozo – drums

produced by Kazutoki Umezu

rec. at Moers Festival 9th June 2003
1. Crawler

2. Izumoya

3. Uni

4. I Like Your Nerve

5. Thihai Songs

6. The Moon on the Ground

	Kazutoki UMEZU
	Kazutoki UMEZU & Vladimir VOLKOV:

"Play Time"
	2004
	63:37
	label: Long Arm Records

Kazutoki Umezu [a s]; Vladimir Volkov (см.) [double bass].

Rec.: Sept. 2003

Примечание: Long Arm Records допустил ошибки при оформлении вкладки: не совпадают ни количество композиций, ни общее время звучания, ни длительность композиций, ни (возможно) их последовательность. Это надо так умудриться?

	UNDERCOVER  COLLECTION  BAND 
	
	1995
	76:56
	label: Knitting Factory

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

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

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

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

	UNITED FUTURE ORGANIZATION – см. в 'Acid'
	
	
	
	funk

	URBAN  KNIGHTS
	Urban Knights I
	1995 
	54:29
	label: GRP

Ramsey Lewis; Grover Washington, Jr.; Omar  Hakim; Victor Bailey; + Freddie Hubbard; a.o.

“What a pleasure! What fun! What a band! I had a ball! Carl Griffin and the good folks at GRP, thanks for bringing us all together and helping to create a relaxed atmosphere conductive to making great music!” — Grover Washington.
   “Yes, it was like a dream gig,” says the genial Washington. “I wasn’t able to be there for the first few days of rehearsal so I had to learn all ten tunes on that last day before we went into the studio. Recording was like a breath of fresh air: we had the right personnel and the right producer to make the musical shifts painless. Doing an album like this lets other musicians see what options are out there, that when we have a chance to come together, we can groove and have fun — without any ego.”  Together as The Urban Nights, Ramsey Lewis, Grover Washington, Omar Hakim, and Victor Bailey have created a powerhouse album that brims over with excitement and sheer joy. Beginning to end, in the words of Washington, making the album “was on”. The listening experience this album evokes is just as fulfilling. Put together four immensely talented men whose stellar credits could literally fill a complete musical who’s who; add the production skills and expertise of one of the most influential men in contemporary music; rehearse for a week and jump right into the studio immediately thereafter. The result? A sizzling piece of work, full of excitement and passion, a collaboration that captures the spontaneity and raw energy that was an integral part of the recording process for Urban Knights.

	URBAN  KNIGHTS
	Urban Knights II
	1998
	54:42
	The Urban Knights: Ramsey Lewis, Gerald Albright, Jonathan Butler, Najee, Sonny Emory.

Also featuring: Maurice White, Verdine White, Paulinho Da Costa, Bill Meyers.

www.magicisland/urbanknights.com 

	URBAN  KNIGHTS
	Urban Knights III
	1999
	51:32
	rec. in Chicago

This album is dedicated to the memory of Grover Washington Jr., one of the original of the Urban Nights.

Ramsey Lewis: Steinway Concert Grand 

Kevin Randolph: Keyboards 

Sharay Reed: Bass 

Calvin Rodgers: Drums 

Stereo: Drum Programming

Special Guest:

Fareed Haque: Acoustic Guitar; Keith Henderson: Rhythm Guitar; Earl Klugh: Acoustic Guitar; Dave Koz: Saxophone; Alejo Poveda: Percussion; Kevin Randolph: Keyboards, Drum Programming. (+ backs).

On day not so long ago, in a time called right now, the Urban Knights gathered with their mounts on a hill overlooking the Musical City and they did not like what they saw. In their absence, the commercial empire had foisted more boxes on the people to put their music into. So, armed with their axes and still grieving from the loss of an original knight, Sir Grover, this growing number of aural warriors retreated to their Ivory Pyramid and planned an assault.

This time, the worthy prince Frayne would lead the battle since he had done well in six previous sorties with his father Ramsey, representing the House of Lewis. Behind their leader, Stereo, Sharay, Kevin and Calvin all laid tracks with a fierce originality. They enlisted the support of Alejo and Keith, then sought other competent allies.

First, they anointed the aptly-named Hardeman and he was immediately Strung Out. The pop rebel, Tami, joined up by mentioning two words, "10 CC." Only world class slick slinging six-stringers would do in subduing the hip-hop jazz of The Gypsy, and Frayne knew only Fareed and the Earl of Klugh would do. He also knew that the army of Staples had a fresh, 'new cadre to unleash upon the world, and he had just the tune for them.

It was while the prince was grooving the team on the Larry Dunn inspired Far And Away, when he thought of the debt he owed Sir Maurice, another original knight. That's when the plan came together. He'd open by unleashing Dancing Angels, with a funky burning tenor known as Koz. Halfway to the crossroads, he would re-arrange and free Sweet Home Chicago, and then finish by crowning his father's ivories at Midnight In Madrid.

With the people behind them, the Urban Knights could once again save the Musical City.

---- Mark Ruffin Chicago Magazine

	Michael  URBANIAK
	Take Good Care Of My Heart
	1984
	54:51
	label: Steeple Chase, 1986

Michael Urbaniak [vln]; Horace Parlan Trio: Horace Parlan [p]; Jasper Lundgaard [b]; Aage Tangaard [d].

»The next one is very sim​ple. Let's try to get the right groove....«

Michael Urbaniak was re​hearsing the quartet for the record date the following af​ternoon. The tune, with an obvious song-like quality, but also a few unexpected twists in the line, causing pianist Parlan and bassist Lundgaard some trouble the first time around, was eventually straightened out — the four players driving each other hard, laughing loudly as Parian's last chord died out. »Fine. Maybe we'll make some little chances tomorrow. Okay. As long as we get the right feel....«

The right feel, the right groove. As bassist Lund​gaard, who also played on Urbaniak's previous Steeplechase date, with guitarist Larry Coryell, ex​plains: »Michal likes to tease you a bit. He likes the music real loose, not too re​hearsed, and then he comes in with these wild last-minute chances that can really hang you up. Creativity he calls it....«

Urbaniak — exhausted, but happy, beaming after the date: »I really worked hard for this one. The tunes, my own playing, looking forward to being with Horace and his trio, trying to get the right sound from the violin. I've dug Horace Parlan's playing for years, those ringing chords, the unexpected turns of his so​los, the way he grabs the ball. For me this album's a beginning.«

»I choose the tunes for their melodies, and some of them have great lyrics. I've done a lot of travelling, still do, jumping around, and my own tunes are about different places and peoples.«

»I've been involved with fusion music, and I still like to work with electronics. Of course, jazz has been about fusion all along. It's an old music now, but to get that old it's got to be strong, real young music — if you get what I mean.« [...]

»As far as new forms«, Ur​baniak commented, »I don't think anything real new is being invented. Still, the music is open to different feelings   and   personal sounds. I've been through hard-bop,  fusion,  even fooled a little around with free jazz, but as far as the violin — for me the turning point was the shock of hear​ing Stuff Smith here in Copenhagen several years ago. Through him I found that the violin can have guts, be not too sweet and still be expressive. He's responsible for me playing jazz on the violin. Also, around the same time I heard Ben Webster. Like all the great players from the Ellington band he was very conscious of his sound. El​lington used to introduce himself as the band's young apprentice piano player which wasn't just a way of kidding. Then he's sit down and say — »let me see if I'm in tune with the pi​ano. Man, that's what it's all about. Trying to be in tune with yourself, your horn, your feelings....«

	Us 3
	Hand On The Torch   (2 CD)
	1993
	54:48 32:48
	acid jazz
label: Blue Note Rec. 

feat.: Mel Simpson, Geoff Wilkinson, Steve Williamson (см.), Ed Jones, Dennis Rollins, Kobie Powell, and oth.

feat. samples from Thelonious Monk, Art Blakey, Big John Patton, Horace Silver, Grant Green, Herbie Hancock.

    Blue Note Records first made the scene 54 years ago in January 1939 via the happiest record man of the 20th Century — Alfred Lion. In the 40’s and 50’s he signed and recorded Monk, Bud, Bags, Fat Girl, Miles, Trane, Horace, Clifford Brown, Art Blakey, K. D., Lee Morgan, Jimmy Smith, Hank Mobley, Lou Donaldson, Sonny Clark, Sonny Rollins and Jackie McLean and went on to break new ground in the 60’s with Donald Byrd, Freddie Hubbard, Herbie Hancock, Wayne Shorter, Ornette, Joe Henderson, Grant Green and Cecil Taylor to cite but a few alumni of the baddest jazz label on the planet. I first hooked up with Alfred in 1985 when we relaunched the then inactive Blue Note label. He was retired and in ill health but he was still checking out everything — and I do mean everything that was happening in music that was hip, black, and on the edge.  “Us 3” took their name from an Alfred Lion produced Blue Note date with Horace Parlan — a soulful Blue Note pianist who is still very much on the scene and playing at the top of his form. All the samples here are from Alfred’s legacy — he produced every note sampled here including Pee Wee Marquette’s announcement on “Cantaloop” (he was the midget M.C. at Birdland who Prez (Lester Young) used to call “half a m... f...”). When A&R Director, David Field hipped me to “Us 3” and laid “Cantaloop” on me, I completely fell out. Now the album is on the street, I’m knocked out that the gonest cats on Blue Note are “back” blowing again — with the deepest youngbloods from across the pond... and the baddest rappers on the hip hop tip. As “Bu” (Art Blakey) announced at Cafe Bohemia in 1956... (and again right here 37 years later) “We’re having a little cooking session for Blue Note”. Got eyes? Crazy! Get Some! And yeah... Alfred would have really dug this.

              ...Later!             Bruce Lundvall, President, Blue Note Records The Finest in Jazz Since 1939.

  CD #2 includes 8 track album «The Jazz Mixes»

	Us 3
	Broadway & 52nd
	1997
	61:35
	

	Us 3
	Flip Fantasia
	1999
	20:58
	label: Blue Note

remixes

	Us 3
	An Ordinary Day In An Unusual Place
	2001
	62:35
	label: Universal

	U TOTEM
	Strange Attractors
	1994
	47:13
	label: Cuneiform (USA)

rec. in California 1991-94

Sanjay Kumar [p, k]; David Kerman [d, perc]; Eric Johnson [bassoon]; Emily Hay [fl, piccolo, v]; James Grigsby [g, b]; Steve Cade [g]; + guests: Lynn Johnston [s, cl, zurna];

Мощный агрессивный импровизационный арт-джаз-рок типа King Crimson.

	The VALENTINE SIX
	The Valentine Six
	
	38:50
	jazz-punk

label: Crippled Dick Hot Wax! (Germany) / Murder Beat Publishing

Parker Valentine [s, v]; Lily Wolf [p]; Tony Corsano [d]; L. Ray Cash [g]; Robert Lee Oliver II [b]; + (other tracks) Soupy Sessa [d]; G. Baby Woods [g]; J. Porterfield [b].

	Ken VANDERMARK
	Design in Time
	1999
	70:30
	Ken VANDERMARK – см. тж. с: Joe  MORRIS
free jazz

label: Delmark

rec. 1999

Ken Vandermark's Sound In Action Trio:

Ken Vandermark, Robert Barry, Tim Mulvenna

performed compositions by Ornette Coleman, Sun Ra, Thelonious Monk, Ken Vandermark.

Eyebrows were raised in the jazz world when it was announced that the relatively obscure and young Ken Vandermark was to receive a 1999 MacArthur "Genius" grant. Previous MacArthur recipients amongst jazz musicians included Cecil Taylor and Anthony Braxton — near-legendary figures who, over the course of long careers, created substantial bodies of work that have (to some degree) stood the test of time. Vandermark, just 35 at the time, was little-known outside of Chicago, and his music was not universally accepted to be as significant as musicians' like Taylor and Braxton. Whether or not he "deserved" such recognition at such a young age is subject to debate, but there's no question that Vandermark is a talented musician. His tenor sax and bass clarinet work is strong and expressive; his technique on all of his horns is as sure as can be, and his improvising and compositional styles are as intellectually engaging as they are original. Vandermark began playing trumpet in fourth grade and then switched to tenor sax as a junior in high school. He attended McGill University from 1982 to 1986. In 1986, he moved to Boston, where he led a trio called Lombard Street and studied bass clarinet. In 1989, he moved from Boston to Chicago, where he first attracted notice as a member of Hal Russell 's NRG Ensemble. His activities increased; he began leading several ensembles and became a mover and shaker, promoting and booking events with influential jazz critic John Corbett. His presence became a constant on the Chicago arts scene; he performs with a variety of bands, including the DKV Trio, Witches & Devils, the Vandermark 5, the Joe Harriot Project, and Steam.

Design in Time

An excellent recording from Chicago jazzmen Ken Vandermark, Tim Mulvenna, and Robert Barry. The trio takes classic "out" tunes and originals and makes them sparkle, giving each a clean execution that's as much inspired energy as it is technique and craft. Barry interlaces with Mulvenna, achieving a complementary and balanced percussion section that sometimes acts as foil, sometimes impetus, for the directions of the reed playing. Easily one of Vandermark's best recorded dates yet (it's a treat to hear his clarinet work here, too), Design in Time is filled with that certain something that's sometimes missing from his studio recordings, but never from his live shows. Particularly hot tracks include the trio's takes on Thelonious Monk's "Green Chimneys" and Ornette Coleman's "Feet Music." Vandermark's piece for Billy Higgins, "Well Suited," is a lovely ballad, featuring warm saxophone and summer-shower drum solos. Design in Time is a very strong jazz release that becomes more wowing and impressive with each listen.

1. Law Years - Coleman 

2. Sounds and Something Else - Ra 

3. One More Once - Vandermark 

4. Well Suited - Vandermark 

5. Cut to Fit - Vandermark 

6. Angels - Ayler 

7. Feet Music - Coleman 

8. The Thing - Cherry 

9. Top Shelf - Vandermark 

10. Green Chimneys - Monk 

11. Peace - Coleman

	Gino  VANNELLI
	Powerful People
	1974
	32:51
	

	Gino  VANNELLI
	The Gist Of The Gemini
	1976
	42:26
	

	Gino  VANNELLI
	Brother To Brother
	1978
	41:12
	

	Gino  VANNELLI
	The Best Of Gino Vannelli
	1980
	39:57
	

	Gino  VANNELLI
	Nightwalker
	1981
	36:36
	

	Gino  VANNELLI
	Inconsolable Man
	1990
	46:53
	

	Gino  VANNELLI
	Live
	1991
	65:40
	

	Gino  VANNELLI
	Jonder Tree
	1995
	51:56
	

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

CD 4: "Anatoly Vapirov"
	2001
	70:02
	label: Leo Records, www.leorecords.com , Limited edition 750 copies

1. Lines of Destiny (short version) - 5'00

Anatoly Vapirov - tenor saxophone Vladimir Volkov - bass 

Recorded circa end of 1981, Leningrad Previously released on LP LR 110 "Sentenced to Silence"

2. Macbeth - 40'42

Anatoly Vapirov - tenor saxophone 

with Chamber Orchestra of Leningrad Malyi Theatre of Opera and Ballet; Conductor -Anatoly Vapirov; 

Tympani solo by Alexander Mikhailov; 

Recorded 1985, Leningrad; 

Previuosly released on LP LR 130 "Macbeth"

3. Lines of Destiny (full version) - 17'45 Dedicated to Alban Berg 

Anatoly Vapirov - ts, as, ss, bcl. 

String Quartet, Symphony orchestra, Leningrad State Philharmoni named after Dimitry Shostakovich 

Vladimir Hentzelt - violin 

Irina Fyodorova - violin 

Leonid Sheidman - viola Alexander Oratovsky - cello 

Recorded 1985, Leningrad 

Previously released on LP LR 159 "De Profundis"

4. Delusion - 6'20

Anatoly Vapirov - tenor saxophone 

Ivars Galenieks - bass 

Sergey Kuryokhin - piano 

Sergey Belichenko - drums 

Valentina Ponomareva - voice 

Recorded 1983, Leningrad 

Previously unreleased

   All music by Anatoly Vapirov

Anatoly Vapirov was born in 1947. He started playing saxophones at the age of thirteen and went on to study at the Leningrad Conservatoire. Having completed his postgraduate course, he became a professor at the Conservatoire.

It is impossible to find a single term to define Vapirov's music. He has an astounding technique on tenor and soprano saxophones, and his musical inter​ests are extremely varied. He used to play traditional jazz and fusion music until he finally started playing new music. He has led many different small ensembles, several different big-bands, and he composed music for theatre, ballet, Symphony Orchestra, jazz big-bands, etc.

These diverse musical interests and tremendous experience give his music a well-balanced combination of refined form and improvisation, sophistication of musical thought and intense emotional charge. What sets Vapirov apart from all other Soviet new-jazz musicians and composers is his tendency towards large scale compositions. His first big work "Slavonic Mystery" was written for jazz quartet and a choir. "The Mirror of Memory," for an ensemble of soloists, is a musical tribute to Charles Mingus. "Lines of Destiny," dedicated to Alban Berg, is for a jazz combo and string quartet, and a forty-minute piece "Macbeth" is for a saxophone and a Chamber Orchestra. Vapirov's music is highly original and contains elements of folklore and Russian classical music. But not only. Since 1986 he's been living in Bulgaria and his interest in Bulgarian music is well explained.

	Anatoly VAPIROV
	Forgotten Ritual
	2001
	59:19 67:08
	label: Solyd Records

Previously unreleased on CD.

Disc 1.

Anatoly Vapirov - tenor, alt and soprano saxophones, clarinet, bass-clarinet (1-5)
Sergei Kuriokhin - piano, prepared piano, percussion (1-5)
Alexander Alexandrov - bassoon (1,3,5)
Vladimir Volkov - double-bass (3)
Ivars Galenieks - double-bass (2)
Valentina Ponomareva - vocal (2)
Sergei Belichenko - drums (2)
Valery Brusilovsky - drums(4)
Vladimir Grischenko - electric bass (4)
Tauno Saviauk - flute(S)
Recorded in St-Petersburg in 1978-1980 (1-4), and in Tallinn, at the Estonian radio studio, in January, 1981 (5).
Disc 2
Anatoly Vapirov - tenor, alt and soprano saxophones, clarinet, bass-clarinet (1-5)
Sergei Kuriokhin - piano, prepared piano, percussion (1-5) 

Alexander Alexandrov - bassoon (2,4,5) 

Vladimir Volkov - double-bass (1,2,4,5) 

Ivars Galenieks - double-bass (3) 

Valentina Ponomareva - vocal (3)
Recorded in St.Petersburg at the end of 1981 (1,2,4,5) and in Novosibirsk, October 1983 (3). 

	Nana VASCONCELOS     
	Saudades
	1979 
	44:18
	Down Beat 48th Annual Critics Poll: Percussion Of The Year (2000)
Nana VASCONCELOS - см. тж. с: Egberto Gismonti, Pat Metheny, Jan Garbarek, Don Cherry, John Zorn, Woody Shaw, в трио Codona (см. C. Walcott), Vinicius CANTUÁRIA, Laurie  ANDERSON, Cyro  BAPTISTA; Jon  HASSELL;

jazz-latina

label: ECM

Nana Vasconcelos [berimbau, perc,  voice,  gongs], Egberto Gismonti (см.) [g], members  of  Radio  Symphony Orchestra Stuttgart, conducted by Mladen Gutesha.

	Nana VASCONCELOS
	WALCOTT, CHERRY, VASCONCELOS:

Codona (1)
	1979
	42:55
	label: ECM

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


	Nana VASCONCELOS
	WALCOTT, CHERRY, VASCONCELOS:

Codona 2
	1980
	39:33
	label: ECM

	Nana VASCONCELOS
	WALCOTT, CHERRY, VASCONCELOS:

Codona 3
	1982
	46:28
	label: ECM

	Sarah   VAUGHAN
	Sarah Vaughan
	
	36:09
	Remixed compilation.

	Sarah   VAUGHAN
	Sassy
	1950-54
	66:48
	

	Sarah   VAUGHAN
	I Love Brazil
	1977
	49:00
	remaster 1994

	Sarah   VAUGHAN
	Duke Ellington Song Book Vol. I & II.       [2CD]
	1980
	41:53 47:29
	label: Pablo

Sara Vaughan with: J.J. Johnson, Joe Pass, Waymon Reed, Jimmy Rowles, Andy Simpkins, Zoot Sims, Grady Tate, Frank Wess, Peewee Crayton, Bucky Pizzarelly, a. o.

	Sarah   VAUGHAN
	Send In The Clowns
	1981
	40:28
	label: Pablo

Sarah Vaughan and the Count Basie Orchestra

	Sarah   VAUGHAN
	Songs of The Beatles
	1981
	44:17
	Sara Vaughan with: Lee Ritenour [g]; Dean Parks [g]; Louie Shelton [g]; David Paich [k]; Marty Paich [k]; Mike Lang [k]; Steve Porcaro [k]; David Hungate [b]; Jeff Porcaro [d]; Joe Porcaro [perc]; Steve Forman [perc]; Jean ‘Toots’ Thielemans [harmonica]; John Smith [t s]; Sid Sharp [strings].

	Sarah   VAUGHAN
	Crazy And Mixed Up
	1982
	33:27
	label: Victor (Japan); the Extended Resolution Compact Disc (20 bit K2 super coding) – superior audiophile quality.

with: Roland Hanna [p]; Joe Pass [g]; Andy Simpkins [b]; Harold Jones [d].

	Glen  VELEZ

     
	Internal Combustion
	1985 
	53:44
	G.Velez -- см. тж. с: Paul Winter; Mokave; R. Abou-Khalil; K. Wheeler; M. Karn; M. Grigorov; OSKORRI (в секции ‘Eurofolk / Espana’); Sanda WEIGL; Sussan  DEIHIM ('Alternative');

label: CMP

G.Velez [frame d, v]. 

	Glen  VELEZ
	Seven Heaven
	1987 
	40:32
	label: CMP

G.Velez [bodhran, mbira, wood d, ramana (Thai frame d), thon (Thai goblet d), gaval (Azerbajani tambourine), Philipino buzz sticks, African pods, caxixi]; 

L. Redmond [mbira, ramana, gaval]; 

S. Gorn [Bansury bamboo flutes]

	Glen  VELEZ
	Assyrian Rose
	1989 
	46:32
	label: CMP

G.Velez [pandero, gaval, wood d., Venezuelan maracas, steel d., riq [Egyptian tambourine], bendir [Moroccan frame d.], tamborim, Chinese opera gong, v]; L. Redmond [gaval, Japanese frame d., Lefima bodhran, v]; S. Gorn [Bansuri bamboo fl-s, South American fl-s]; J. Clark [french horn]; H. Levy [harmonica, piano]

	Glen  VELEZ
	Doctrine Of Signatures
	1991 
	57:32
	label: CMP

45'49 + 11'40.  G.Velez [Remo tar d., perc, voice];  S. Gorn [Bansuri bamboo fl]; oth-s: [Remo tar d]

	Caetano VELOSO
	Estrangeiro
	1989
	39:15
	Down Beat 48th Annual Critics Poll: Beyond Artist / Beyond Album Of The Year (2000)
label: Universal Music do Brasil

Caetano Veloso (см. тж. с: Vinicius CANTUARIA) [voz, violao]; Bill Frisell (см.) [guitarra]; Marc Ribot (см.) [guitarra]; Arto Lindsay (см.) [guitarra e fala]; Tony Lewis [bateria]; Nana Vasconcelos [percussao e voz]; Peter Sherer [teclados]; Tevinho Fialho [baixo]; Carlinhos Brown [percussao]; Toni Costa [violao (#10)].

	Caetano VELOSO
	Circulado
	1991
	40:04
	label: PolyGram (Brazil)

with: Marc Ribot (см.) [g]; Arto Lindsay (см.) [g]; Riyuichi Sakamoto (см.) [k, samples]; Melvin Gibbs [ac b]; Tony Lewis [d]; Nana Vasconcelos [perc]; Gilberto Gil [violao convidado]; Oswaldinho [accordion]; a.o.

	Caetano VELOSO
	Livro
	1997
	54:14
	label: Nonesuch (USA)

http://www.caetanoveloso.com.br 

C.V. with musicians

...American influence on Brazilian culture did not begin with rock 'n' roll. The older generation of my family and its circle of friends had been raised with Francophile literary tastes. But American movies and pop music - a strong presence in Brazilian life since the twenties - began to dominate the scene in the forties. And if American pop music always ran into stiff competition from the Cuban rumba, the Argentine tango, the Portuguese fado, as well as, above all, Brazilian music itself, which was never beaten in the national market by any import, Hollywood films met with almost no national resistance, and fearlessly coexisted with European and Mexican productions. I was learning some English at school and its only practical use was that it enabled us to sing bits of American songs. We all knew that, throughout the world, Frank Sinatra had been - and still was - the undisputed star, and Nat King Cole even seemed, for a while, a bigger star than Sinatra himself. Besides, next to the successful artists who produced (sometimes extraordinarily well conceived) music typical of various regions of Brazil (people like, for instance, Luiz Gonzaga, Jackson do Pandeiro, and Pedro Raimundo), there was also room for someone like Bob Nelson who, dressed like a cowboy and displaying his great talent for yodeling (which came to be known as "tir'o leite" ("milk 'em"), an ingenious adaptation that reproduced the sound effect while at the same time alluding to the typically rural activity of milking cows), sang Portuguese versions of songs from the American West, or locally composed imitations. Santo Amaro was no exception in a world where the American cowboy was a kind of uncon-tested mythic hero. But we were especially entranced by the great MGM musicals. We would return home after the movies imitating dances of Gene Kelly and Cyd Charisse. So when Elvis Presley's fans appeared, they seemed to be simply the representatives of a move towards modernization, part of our process of keeping up with American mass culture. But they were definitely not recruited initially among those who shared with me the same interests or judgment.

It may seem that the great Hollywood studios had plenty of reasons not to fear European competition for the film distribution market in Brazil, but to my friends and me, this undisputed market logic was not obvious. I do remember a curious joke very much in vogue in Santo Amaro towards the end of the forties, calling the interlocutor's attention to a (non-existent) bit of lint on his lapel, thus forcing him to twist his face somewhat uncomfortably in the direction of his shoulder, bringing his chin close to the shoulder blade while lowering his upper eyelids. At that point, the person who had initiated the joke would suddenly change his tone of voice and say, as if he had caught the interlocutor in the act of trying to imitate a seductive gesture of Rita Hayworth's "Look like Gilda..." If this were a man, naturally the comic effect would increase. And Minha Daia, whom we at home called Bette Davis, could be heard repeating to herself sometimes, as if she were thinking out loud: "There never was a woman like Gilda." It would have been incredible to have known then, as I know now, that, as Marilyn Monroe was growing into a mythical figure, hardly any Americans even knew who Francoise Arnou or Martine Carol were. It was similarly unimaginable to us that anyone, anywhere in the world, would not know them.

French and Italian films were regularly exhibited in Santo Amaro. So were Mexican films. And if, in spite of Maria Felix's extraordinary beauty, we could infer a certain inferiority in the Olympus of Pelmex - Peliculas Mexicanas, the major Mexican studio - we did not, nor imagined that anyone would, see any difference in quality or importance between American and European stars. Early in our adolescence, what attracted us to French cinema was the exposure of erotic intimacy: a woman's breast, a couple lying on the same iron bed, the indubitable indication that the characters had a sex life, the things that could not be seen in an American film were offered in French films quite naturally. And we were lucky not to have, at that time, any kind of age restriction, since there wasn't as yet any government office with jurisdiction over minors in Santo Amaro. But as we grew older, what increasingly interested us was Italian cinema because of its "seriousness": neo-realism and its offshoots were offered to us commercially and we reacted to those films with emotion as we recognized the outlines of daily reality in the gigantic, brilliant images of the screen. One of the most remarkable events in my personal development was seeing Fellini's La strada one Sunday morning at the Cine Subae (there were morning shows on Sundays, and this was the best theater in town - the only one that ever had cinemascope - of the three in Santo Amaro). I wept for the rest of the day and I couldn't eat anything for lunch - and from then on we called Minha Daia Giulietta Massina. Mr. Agnelo Rato Grosso, a stocky, illiterate mulatto who was a butcher and played trombone in the Lira dos Artistas (one of the two music bands in the city - the other was called Filhos de Apolo), was caught by surprise when Chico Motta, Dasinho and I found him weeping as we left the movie theater after seeing / vitelloni, also by Fellini. Somewhat embarrassed, he offered this as an excuse, as he wiped his nose on his shirt collar: "That movie is our life!" I remember Nicinha, my oldest sister, commenting that when the actors in American films spoke near a table where a meal was served, the cut would always occur before they were seen putting anything in their mouths and chewing, whereas in Italian films people ate - and sometimes even talked with their mouths full.

This is how European beauties Hollywood later put under contract and introduced to the American public, like Sophia Loren and Gina Lollobrigida, had arrived on our shores directly and - like others who were barely noticed in the United States, such as Silvana Pampanini, Silvana Mangano, Rossana Podesta - were adored among us like goddesses. As a matter of fact, back then we saw more to regret than to celebrate when Italian actresses went to Hollywood: these simple, gorgeous girls who seemed to have been found in the streets of Naples now looked like country bumpkins who, once in the big city, had been given a makeover that did not suit them. (In the provinces, to the extent that there is criticism, it tends to be more critical of provincialism than anything one might hear in the metropolis). In any event, nothing could induce us to think that Brigitte Bardot might be the slightest bit inferior to Marilyn in the number of admirers, in box-office attraction, or in her ability to represent the Zeitgeist. The names I chose to include in the songs I composed in the sixties (which, in tune with the pop aesthetic, introduced the names of celebrities) were those of European stars like Claudia Cardinale, Brigitte Bardot, Alain Delon, Jean-Paul Belmondo. Not only that, but at the end of the fifties, I had interrupted my abstract blots to do a portrait of Sophia Loren based on a still from the film La donna del Po, a sub-product of neo-realism. As for Marilyn Monroe, even though her role as beauty goddess did not seem convincing to us, and even though we were unaware that her being American was a necessary condition for being a global celebrity, we saw her as a vulgar commercial imposition. If we wanted to renew our cast of divas and find substitutes for Ava Gardner or Elizabeth Taylor, Jane Russell or Ingrid Bergman, we were more naturally inclined to look for them among the Italians. When the image of Marilyn Monroe started gaining importance for me in the sixties, as part of a broader interest in mass culture, she was above all the star of Andy Warhol's silkscreens.

But even that came to me second hand. As I say, it was Warhol's Marilyn - and, I could almost add, "Warhol's Elvis" - that seemed to me a figure with some aesthetic and cultural interest because it provided a reevaluation of the icons of wide popular consumption. The tendency to turn them into new information, as if the raw images were commenting on the world, and not us on them, was something I began to sense in the frivolous conversations with friends and frivolous newspaper articles at the turn of the fifties to the sixties, which coincided with my moving from Santo Amaro to Salvador. But at the dawn of that crazy decade, I had no knowledge of what was happening in the art world in New York. In other words, the person who gave those trends a clear meaning - who eventually made the series of portraits of Marilyn (and Elvis) - was Andy Warhol. That is why, though I hadn't yet heard his name, I credit him with a kind of perception that I later developed - but only up to a point, since, when all of this later came to the fore, some of my friends had already gone much further. It is as if Marilyn had existed only to be a character in Warhol's world. We could even say, paraphrasing Oscar Wilde on Balzac, that the twentieth century, such as we know it, is a creation of Andy Warhol's. Of course, after a certain point, without even knowing who they were, I was already being indirectly influenced by American pop artists through what I read and saw - and even heard in conversations - about Brazilian artists and writers who were better and more broadly informed than I. That, however, only happened during the second half of the sixties. It is enough to say that the type of discrimination and judgment that eventually established an imaginary world akin to the pop one was still, at the beginning of the decade, too early in its development to determine my choices and judgments. It would be better to emphasize how subordinated it was to other spiritual movements by which it was irresistibly stimulated. In fact, there were other reasons for me, as for the majority of other Brazilian youths my age (since rock fans were not a minority in Santo Amaro alone), why the American myths of the fifties did not produce considerable impact. And, in fact, very good reasons...

Excerpt from VERDADE TROPICAL (Tropical Truth) by Caetano Veloso

	Caetano VELOSO
	Prenda Minha
	1998
	70:10
	label: PolyGram do Brazil

Этот диск знаменитого Бразильского певца Caetano VELOSO получил высшие оценки журнала Downbeat по многим категориям, включая «лучший джазовый состав».

banda: 

jaques morelenbaum -- regencia, cello e vocais

luiz brazil -- violóes, guitarras, berimbau e vocais

jorge helder -- baixos acústico, elétrico e vocais

ronaldo silva – bateria

joatan nascimento -- trómpete e flugel

rowney scott – saxofones

roberto silva -- trombone e trombone baixo

marcio victor – percussáo

orlando costa -- percussáo (tabla ein terra)

eduardo josino -- percussáo (solo de bacurinha em luz de tieta)

josino eduardo – percussáo

participacáo especial: moreno veloso -- percussáo em luz de tieta, atrás da verde-e-rosa so nao vai quem já morreu, vida boa e nao enche.

	VERSHKI da KORESHKI
	Real Life Of Plants
	1996
	72:19
	label: Long Arms Records; recorded at Paris, Amsterdam, Rotterdam; printed in Austria.

  Mola Sylla from Dakar (Senegal) [voc, kongoma, xalam, kalimba]; Kaigal-ool Khovalyg from Tuva [voc, khoomei, ighil, khomyss, khomous, amyrga]; Alexei Levin [accordion, prepared accordion, piano, khomuss, doudka, sheng]; Vladimir Volkov (см.) [double bass].

  Вопреки обоим названиям, этот проект не связан ни с русской народной музыкой, ни с музыкой Стиви Вандера. Зачем такой выбор названий должен сбивать с толку — не понятно. Но, зато, вполне понятно, что проект — Курёхинский до мозга костей. Западные белые музыканты могут играть с африканцами, могут играть с тувинцами (по отдельности). Но русские курёхинцы поставили этих братишек на первый план, столкнули лбами, а сами на втором плане создают невиданный для подобной авангардной музыки драйв. Кроме шуток, этот африканец выдаёт совершенно замечательную Африку, а тувинец — настоящий тувинский асс. Так что, в смысле этно — замес очень густой. И эти парни — настоящие виртуозы. Очень здорово и очень экзотично. (В противоположность странности — мягко говоря — названий проекта и диска. Их символическое наполнение ничуть не оправдывает такой неудачный выбор.)

  Vershki — vulnerable, striving, whimsical overground organs, parts of a body system, born by the root. Koreshki — bosom, earthbound, archaic, primordial sources, roots.

Plants hide their roots (koreshki) to protect them from bad weather while their leaves (vershki) are directly affected by the constant changes in the weather. These two vital parts develop simultaneously but in opposite directions, thus maintaining the balance of the overall organism. The group grew in the same way: the roots are formed by two descendants of ancient cultures of Africa (Senegal) and Central Asia (Tuva). The leaves are two compatriots from Saint Petersburg who are nourished by jazz, classical and contemporary music and improvisation. The synthesis of these seemingly contradictory elements results in the band’s great freedom of style and concept.

	VERSHKI da KORESHKI
	Gombi Zor
	1999
	58:55
	label: Vedaki Records (Amsterdam).   

e-mail: vedaki@xs4all.nl  http://www.xs4all.nl/~vedaki 

Vladimir Volkov [double bass, talking drum, shaker]; Alexei Levin [accordion, p, mouth harp, reed flute, talking drum, v]; Mola Sylla [v, m’bira / thumb piano, xalam, toxingolom]; Sandip Bhattacharya [tabla, v]; + special guests: Mari Boine (см.) [v]; Sergey Starostin [v].

The music was recorded in 1998-99, while sessions on “La Sombeille” farmhouse in Swiss Alps.

1. Gombi Zor

2. Xam Xam / Hidden Wisdom

3. Adiye / Dedication

4. FRJ

5. Yade

6. Fode

7. Kadayo

8. Kumushki / Sare

9. Toksingolom

10. Xvost / Tale

	VERTU – см. Stanley CLARKE
	
	
	
	

	Edward VESALA
	Lumi
	1987
	44:55
	label: ECM

Edward Vesala Saund And Fury: 

Esko Heikkinen -- Trumpet, Piccolo Trumpet

Pentti Lahti -- Alto & Baritone Saxophones, Flutes

Jorma Tapio -- Alto Saxophone, Clarinet, Bass Clarinet, Flute

Tapani Rinne -- Tenor & Soprano Saxophones, Clarinet, Bass Clarinet

Kari Heinila -- Tenor & Soprano Saxophones, Flute

Tom Bildo -- Trombone, Tuba

Iro Haaria -- Piano, Harp

Raoul Bjorkenheim (см.) -- Guitar

Taito Vainio -- Accordion

Haka -- Bass

Edward Vesala -- Drums, Percussion

The Wind 8:59 

Frozen Melody 4:18 

Calypso Bulbosa 4:51 

Third Moon 2:52 

Lumi 6:35

Camel Walk 4:55 

Fingo 3:21

Early Messenger 2:27 

Together 6:14

The Wolf Survives

The unorthodox beauty of Edward Vesala's "Nan Madol" album caught me off-guard when first I heard it in 1974. I knew a little of Vesala's reputation as Finland's foremost free jazz drummer and, casting an eye over personnel details that listed six horn players, I anticipated a noisily aggressive music. "Nan Madol" did not lack for intensity, but its intensity ran deeper than the cheap thrills normally associated with large ensemble free blowing or the shrill brassiness of big band riffs. Vesala, it turned out, was a marvellous writer, hypersensitive to the nuances of sound and colour. And his melodies seemed to erupt from somewhere deep in the soul and go on singing forever. "Areous Vlor Ta", with its religiously obsessive melodic motif and forward-toppling rhythmic momentum was something a Coltrane or an Ayler would have been proud to write. Yet Vesala's was difficult music to pigeonhole. Some of it seemed to spring from folk music resources, both Nordic and Eastern. The tone poem colour​ing of "The Wind" (it reappears, transformed, here) showed ty to yield really rich sonorities from unusual instrumental combinations. This is a hallmark of his writing, from the harps, nagaswaram and violin of "Nan Madol" to the accordion, piccolo trumpet and tuba of the present recording. On 1983's "Bad Luck, Good Luck", recorded with a 21 piece edition of the Finnish UMO (New Music Orchestra) several of the current members of Saund And Fury were introduced -- guitarist Raoul Bjbrkenheim, trumpeter Esko Heikkinen, trombonist Tom Bildo. The redoubtable Pentti Lahti is heard on his usual raft of reeds.
A word about some of these players. Pentti Lahti, like Vesala, now has his youth behind him. Both were born in 1945. Lahti, though primarily a bebop player, continues to seek out play​ing experiences that stretch him. He recently recorded a duo album with Mircea Stan, trombonist and synthesizer player with the UMO. Raoul Bjorkenheim who contributes a dra​matic flurry of discords and impassioned sustains to the new version of "Together" is an American-born Finn who cites Frank Zappa as his earliest influence. He now teaches guitar at the Sibelius Academy in Oulunkyla. Altoist Jorma Tapio has been a creative force in the Finnish avant garde for the last decade, with activities including a sax/cello duo, a rock group called A.D., and a free quartet of which he is co-leader. His saxophone also accompanies the readings of poet Markku Into. Trombonist/tuba man Tom Bildo is currently in the employ off the Finnish Radio Symphony. These very dif​ferent players were shepherded into Vesala's Saund And Fury workshops and taught the drummer's concepts of har​mony and form.

Perhaps because of his extensive involvement in soundtrack composing, Vesala's works often have a vividly pictorial quality. The landscape, if you like, has gotten into his sound. There's a well known drawing by the Helsinki painter Pekka Walliander called Before the Rain. It shows an expanse of flat marshland, a grey sky that's about to burst and long grasses flattened by an insistent, penetrant wind. Listening to Vesala one cannot doubt that it's the same wind that's animating "Lumi's" opening moments. "The Wind" is a threatening force field that gives the music its supple but disturbing rhythm. The "Nan Madol" version flattened the grasses with bells and flutes, and voices. On "Lumi" the wind is more de​vious. The chanting of old is picked up in the arco bass; the Bley-like inhibition of the piano part by Iro Haaria conside​rably increases the tension. Jorma Tapio's bass clarinet is an obvious familiarity with contemporary "straight" composi​tion although again the piece was imbued with what felt -- to me at least -- like a kind of religiosity, a sense of awe; the sparse instrumentation suggested the grainy texture of Tibetan Buddhist chant. As for the jazz content, as far as it could be isolated, it belonged to that enlightened category that Steve Lacy calls "poly-free". It was wide-ranging, this music, but never wilfully eclectic. Its components were in myste​rious symbiotic balance. As a concept it worked, though you had to wonder why it was made in Helsinki, of all places. A fleeting thought occurred: maybe all Finnish jazz sounded like this?? No such luck. One trip to the import shop trashed that notion. If there was something inherently 'Northern' in Vesala's music, then his North was a private direction. Later, I found out that a number of his contemporaries objected to his originality. They construed his individualism as stubborness, his distance from prevailing commercial jazz trends as arrogance. Finland, I discovered, was strong on able, work​manlike soloists but short on visionaries. An archetypal lone wolf like Vesala has had little option but to go his own way. Not many have been able to follow him. Saxophonist Pentti Lahti is the only "Nan Madol" musician retained for the new record.

This music calls for restraint and discipline. The composi​tions are never mere springboards for improvisation. Vesala keeps even his own drumming on a short leash. The free-wheeling explosiveness of his playing in Jan Garbarek's early trio (check out "Triptykon", still a strong record) or with Peter Brotzmann or in his creative duo with Tomasz Stanko is given short shrift here, where control is the key word. In Saund And Fury, Vesala plays enough to give pieces their impetus and to chart a path for his musicians, but his large ensemble records are not drummer's albums, not in the usual sense.

"Nan Madol" was followed by "Satu" (recorded 1976) an ECM production that built up a ten piece band around the nucleus of the Vesala/Stanko Quartet. (Particularly of note was the input of Terje Rypdal.) The record concluded with "Together", the Vesala/Stanko tune that also brings "Lumi" to a dramatic full stop.

After "Satu", most of Vesala's energies went into the forma​tion of his own Finnish label, Leo. In the context of the current record a couple of the Leo albums merit a plug. "Heavy Life", recorded in 1980 in New York with a nine-piece group incor​porating three tubas (played by Howard Johnson. Bob Stewart and Joe Daley), gave further evidence of Vesalas abili-ominous, sinister. The mood of the piece, originally dark, has darkened further. The opposite is true of "Together". Scored originally as a showcase for Juhani Aaltonen's flute, under​pinned by a slowly moving string section, the new version deals the string arrangement out to the horns. Edward's drums and Bjbrkenheim's guitar stoke the drama, and the harp makes the piece shimmer magically, magnetically. Everything here is affecting: the stately "Frozen Melody", the wild vocalization of the horns on "Calypso Bulbosa", the con​cise solos punched in between the perversely placed accents of the "Camel Walk" rhythm, the almost surrealistic arrangement for accordion and flutes on the Finnish tango "Fingo"...

"Lumi" sends me back to the earlier Vesala records, with enthusiasm, and makes me ask why music as original and mature and rich as this has had but meagre response south of the North pole.

Its time may yet come.

Meanwhile, to those encountering Edward Vesala for the first time here: bon voyage. You have worlds to discover.

--- Steve Lake

	VIBES – см.: Bill  WARE
	
	
	
	

	VIENNA ART ORCHESTRA
	Concerto Piccolo
	1990
	64:33
	Down Beat 48th Annual Critics Poll: Big Band Of The Year TWDR (2000)
co-founder Wolfgang PUSCHING -- см. тж. его проекты: RED  SUN / SAMULNORI; with Carla BLEY.

label: hat ART; [rec.1980]

The proof of jazz's maturation as a European language came when musicians felt comfor​table enough with their ability within the standard American models to begin to seek alternative avenues of expression, extensions of familiar forms or, in some cases, hybrids which combined recognizable elements with material of distinctly European form or flavor. Individual soloists caused the einitial ripples -- Django Reinhardt, of course, followed eventually by such personal, innovative spirits as Lars Gullin, Joe Harriott, and Martial Solal, on up to relatively recent radicals like Albert Mangelsdorff, Peter Brotzmann, Han Bennink, Misha Mengelberg, Evan Parker, and Derek Bailey.

Still, as influential as these and other players proved to be, the largest waves were triggered by composers/arrangers who had medium-to-large ensembles at their disposal. While many of these writers began from a foundation going as far back as Jelly Roll Morton and moving as far forward as George Russell, Gil Evans, and Sun Ra (in addition to borrowing from everything else in-between), they had the advantage of a number of rich cultural traditions to weave into their scores -- formal elements from the classical tradition, local nationalistic folk materials, popular musics, and a historical-based attitude for experimentation. The list is long and distinguished, and includes names like Stan Tracey and Giorgio Gaslini, Mike Westbrook and George Gruntz, Keith Tippett and Alexander von Schlippenbach (Globe Unity), Willem Breuker and Leok Dikker (Waterland Big Band), Pierre Dorge (New Jungle Orchestra) and Franz Koglmann, Bengt Berger (Bitter Funeral Beer Band) and Gunter Hampel, and the co-operative ICP Orchestra.

But our knowledge of such a wealth of adventurous, eclectic, idio​syncratic writers and their high-spirited ensembles did not prepare us for Mathias Ruegg and the Vienna Art Orchestra. In particular, this disc, Concerto Piccolo, first released in 1981, came as a shock as sudden and as explosive as a brick thrown through the frontwindow. Subsequent recordings may have given us an even deeper appreciation of the VAO's soloists-brassman Herbert Joos, saxists Sokal, Puschnig, and Schwaller, and later acquisitions like malletman Woody Schabata and tubaist John Sass -- and a clearer understanding of Ruegg's stylistic deviations (especially his cornucopic investigations of Satie: THE MINIMALISM OF ERIC SATIE, Mozart, Stravinsky, Braxton, Ornette, and (here) Mingus). Yet this music's jolt of energy and icon-smashing outlook was an immediate revelation.

Ruegg's desire to differ from his counterparts -- American and European -- is audible rightoff the bat – a tongue-in-cheek proclamation against both the "avant-garde" and "tradition". . . while nevertheless wryly incorporating elements of both in the aural environment. The dedication to Austrian sound-poet Ernst Jandl (and Lauren Newton's homage to Jandl's work, a phoneme-improvisation-cum-mad-scene, or Maria Callas meets Kurt Schwitter's Ur-Sonata) is another clue to the irony and irreverence at the core of Ruegg's canny composing.

Structurally, Ruegg is a collagist, whether dealing with arranging details (rhythms pasted atop other, ongoing rhythms; a quick-cut from full band rifting to a tuba/piccolo duet; contrasting instrumental colors overlapping in iridescent splashes) or larger dramatic concerns (exaggerated tempos banging heads with each other; solos which spin off into the opposite direction of the ensemble which barely pays notice; the juxtaposition of atmospheric episodes within a single piece ... from surreal circus satire to music hall anthems to popular music parodies to delicate folk intimations to violent polyphonic freedom).

It’s the flexibility of the musicians which allows Ruegg license to experiment in such freewheeling ways, and his imagination puts their arsenal of effects and expanded palette into novel contexts. The 13-piece instrumentation resembles a chamber group more than the sectional straightjacket of the traditional big band, highlighted by the striking writing for Lauren Newton, usually above the brass in the ensemble voicing. Added to an already augmented sense of instrumental color-utilizing piccolo, vibes, alpenhorn, and tuba -- this results in a trademark sound of unusual delight.

Though eclecticism is de rigueur among European jazz composers, Ruegg takes his diversity seriously ... and humorously His scores carry a personal imprint, whether it's the boisterous, grab-bag exuberance of '’Tango From Obango" or the slap-happy revelry of his tribute "Jelly Roll, But Mingus Rolls Better," the alternately ominous and jovial portrayal of "Herzogstrasse 4" (is this a literal address, or a veiled reference to the quirky world view of filmmaker Werner Herzog?), or the journey through Ruegg's 'Variations on 'Am Hermineli Z’liab'" beginning with a hushed view of distant mountains seen through a fog, followed by a Swiss landler as played by a deranged music box, then a Coltrane-derived soprano exposition with suitably fervid rhythm section.

If this is your introduction to the VAO -- or if you're familiar with any of their other stunning recordings -- expect the unexpected.
 -- Art Lange, April 1989

	VIENNA ART ORCHESTRA
	The Minimalism Of Erik Satie
	1983-84  
	75:14
	label: hat ART
Совершенно независимые музыкальные композиции, которые используют оригинал как отправную точку. Диск является своего рода комментарием к творчеству Сати. Выделяя наиболее удачные моменты оригинала, музыканты оркестра сохраняют независимость. Сопрано Лоурены Ньютон используется чисто инструментальным образом. Выделяется туба Джона Сасса, как бы отправляющая нас в 20-е годы, когда туба занимала важное место в джазовых оркестрах и коллективах, исполняющих лёгкую музыку. Первые четыре пьесы для фортепьяно сопровождаются рассказами, пародирующими исполняемую музыку.

Erik Alfred Satie was born in Honfleur in 1866 and died in Paris in 1925. He gave French music the strongest impulse in the struggle to free itself from its dependence on the German romantics, especially on Wagner. Strawinsky's musical development as well as that of the group "Les Six" (especially of Auric, Milhaud or Poulenc, among others) and of the "Ecole d'Arcueil" (of Henri Sauguet, among others) was influenced by his aesthetics without leading to a musical school in which one would have found Satie, in his own words, "as on opponent’'.Today he is considered to be the catalyst that sparked alternative models of music and presentation. The present recording by the "Vienna Art Orchestra" is presented in this light.

The digression we have here contains the didactic ulterior motive, already hinted at in the title, of assimilating sub​stantial affinities between Satie and todays musical currents -- not only jazz.

Satie wanted music without sauerkraut -- "sans chou-croute." He was looking for a completely new aesthetics which should not only generate new compositional techniques, but also lead to the abolition of the distinctions in music between "serious", "high" or "gracious" art and so-called light music which is considered to be inferior. His vision consisted of music without expression, without development -- static, "blanc et immobile." He saw no possi​bility of linking up with existing musical currents and at first used medieval models such as Parallelorgana and Gregorian chant as points of reference as well as the freely floating melodies and irrational rhythms in folk music from Eastern Europe, modern Greece and the Orient. Dynamic specifi​cations are by and large left out, and, through the use of modal keys, he avoids the tensions between dominant and leading notes which characterize the major/minor system. He develops a kind of modular construction technique by assembling, dismantling and reassembling finished units (similarly to Duchamp's "Readymades") in a -- for the lis​tener -- unpredictable way, possibly inspired by random results. Out of this grow ribbons of sound with a charac​teristic structure which is homogeneous in itself. Towards the end of his life Satie summarizes his endeavours under the notion of "musique d'ameublement" (furniture music -- static music in which moment follows moment). In 1924, together with Francis Picabia, he wrote "Relache" subtitled "Ballet instantaneiste." In November 1924, Picabia co-founded with Duchamp and Dermee, as the last offshoot of Dadaism, "Instantaneism", a direction in art marked by singling out an instant and holding on to it. Cubism, too, took this direction, and another variant of this idea can be found today in "Minimal Music", etc.

The fact that Satie remained immune to all the luxury and technical comfort of "art music" (as opposed to folk music -- Transl. note) was certainly not only due to his personal talent but also to his political instinct. Even then, after all, certain attemps to use achievements related to purely composi​tional technique as a means of dominating other intentions became apparent. Satie must have felt the enormous general misery of man which was hiding behind such requirements. Last but not least, this is an explanation for his distrust of "seriousness" in music and of the notion of quality his time adhered to. Later in his career Satie -- as a former experienced cabaret pianist -- overcame these nations by recognizing the un-alienated quality of everyday music as being useful for his fundamental conceptions and by employing it in his time in a way similar to medieval parody. His leaning towards circus music, towards the "Cafe chantant" and the "Music Hall", towards popular songs and jazz is no mere attitude and comes not from a presumptuous distance but from the desire to protect this "poor" music from the mockery of bourgeois an dogmatists. Satie's music constitutes the foun​dation for what Mathias Ruegg calls "Reflections on...". What we have here is a pendant to Strawinsky's "Pulcinella", an arrangement of a piece by Pergolesi, and therefore thoroughly independent compositions using a musical x-ray of the original as their point of departure. According to Satie’s intention there is no sticking to the original and no psychological interpretation. The cycle represents a musical environment commenting on the composer Satie, and objec​tifies what in the original music is so amazing and charming. "Jazz is screaming its sorrow into our faces and we don't give a damn about it," writes Satie. "That is what makes it so beautiful, so real." Jazz -- by now an emancipated musical form -- returns the sympathies of "Monsieur le Pauvre", the (nick-)name Satie liked to give himself, and in its turn makes use of the composer's ideas for its own innovations. The musicians' sensitivity in the improvised parts is to such an extent tuned-in to the "material" interpreted by M.Ruegg as an invitation to contemplation that not a single inter​changeable improvisational cliche arises. The composer's instinct has arranged the notated parts around the imaginary hints of the "Maitre d'Arceuil".

Rueggs instrumentation favours the independence and linearity of the parts. Except for well-aimed percussive effects there is no continuous drumming. Lauren Newton's soprano is used in a purely instrumental way, and the extreme artfulness of the tuba-part as well as its outstanding performance by John Sass as substitute for a double-bass accomplishes two things: A most transparent outline in the whole bass range, and an allusion to the Twenties where the tuba was central to the sound of jazz or light music.

The first four pieces stem from a series of pieces for piano which are supplied with stories and are thought of as par​odies of the "Face-pulling" of incidental music. They orig​inated in Satie's own creative period and represent imag​inary scenes. On the one hand every nuance in the text is echoed in the music, while on the other there appears an ostinato part which remains totally unimpressed by the hysterical objections. In order not to spoil the absurd impres​sion of attacks purely caused by a plan. Satie explicitly forbids us to read the stories aloud. On the topic of music and the stage he says: "The orchestra should not make any grimaces when a person enters the stage. Do the trees on the set pull faces?"

"Aubade" (from "Avant Dernieres Pensees" as well as "Meditation" and "Idylle") is dedicated to Paul Dukas (Solos: Wolfgang Puschnig, flute, and Christian Radovan, trombone). The "Face-pullers" are unmistakably led by John Sass tuba.

The soloists in "Meditation" (dedicated to Maurice Ravel) are Lauren Newton, vocals, and Karl Fian, trumpet. Two further ostinalo patterns are added in the finale: the one from "Aubade" and -- in anticipation -- the one from "Idylle" (tenorsax). Here, too, the tuba has an insistent role.

"Severe Reprimande" (from the "Veritables Preludes Flasques". 1912) is dedicated to a dog. Pianists love to play this piece twice as fast, yet Satie certainly did not intend to make virtuoso fodder. The "Vienna Art Orchestra" sticks to his metronomic indication (=120) and strides through the piece three times whereby subtle harmonic interpretations serve as a foundation -- in the second and third round -- far Harry Sokal's solo on sopranosax. Thus a hidden medita​tive-ritual basic mood is underscored.

"Idylle" (dedicated to Debussy) is a pure "head arrange​ment". First Woody Schabaia (vibes) points at thematic structures that are supported by an ostinato pattern (played by Wolfgang Reisingeron kalimba and Wolfgang Puschnig on flute). Then the theme is taken over by the remaining musicians and carried to the beginning of the piece by way of a collective-improvised return.

In the "3 Gnossiennes" (Songs from Knossos, 1890) Satie made use of the Greek chromatic scale. He was possibly alluding to the sorrowful history of the Greek people who had been fighting for freedom against Turkish rulers since 1770. From then on political sympathies in Western Europe and Philhellenism mingled with veneration for Ancient Greece and its culture. Parallel to that a renewed interest in the ancient world and an enthusiasm for the Orient developed.

"Gnossienne No. 3" is a pure arrangement comparable to the instrumentations of Satie's pieces by Debussy, Poulenc, Milhaud or Cerha (Leading voices: Lauren Newton and Harry Sokal).

"Gnossienne No. 2" illustrates the independence of the freely floating melody from the accompaniment. Towards the end this relationship is further condensed by the inter​weaving of parts of phrases from "Gnossiennes No. 1 and No. 3". Solo: Roman Schwaller, tenorsax.

"Erik Satie ist mir im Traum 3x nicht erschienen" composes the final title of this cycle. It's a genuine composition by Mathias Ruegg with no material provided by Satie. In a kind of conspiracy the musicians stride solemnly across the musical patterns of Satie (Harry Sockel, sopranosax), but this time as through empty, until recently inhabited spaces.

It is quite unusual in jazz to let three soloists (Wolfgang Puschnig. Roman Schwaller and Lauren Newton, accom​panied by Woody Schabata) fashion on their own, and without any influence of the leader on the sound-drama​turgy, originally two sides of a two-record album within the context of an orchestra recording, in this case "Vexations". With remarkable intuition and imaginative power, the three (male and female) musicians decode a clandestine letter with a couple of chords scribbled on it, which has been secretly handed to them. "Vexations" comes from the cycle "Pages Mystiques" (1892-95). A theme in the bass is played once on its own and once together with two treble parts. At this point we find a sign about which Satie remarks that it is "common" to introduce the theme here in the bass where​upon the accompaniment with the two treble parts follows, but this time with their positions reversed, until the aforesaid sign appears again, and so on... Satie prescribes 840 repeti​tions at a "very slow pace". The first performance in 1963 was realized by John Cage and a team of several pianists in 19 hours. "Experts" believe he would have required 28 hours had he played at the "correct pace". It is probable that Satie is here making fun of deadly seriousness or false mysticism, though his exact intention is (fortunately) unknown. But his jokes generally have serious undertones -- the chord progres​sion is far too interesting to be dismissed as a mere "gag". Satie would certainly have been pleased by the version by the Puschnig-Schwaller-Newton team: They accept his litany as an invitation to meditation.

H.K.Gruber Vienna, May 1984 

	VIENNA ART ORCHESTRA
	Blues For Brahms   [2 CD]
	1989
	48:43 52:54
	label: Amadeo (Vienna)

Mathias Ruegg [leader]; Lauren Newton [v]; Hannes Kottek [tp]; Bumi Fian [tp]; Herbert Joos [fl h]; Co Streiff [a s, fl]; Harry Socal [s&t s, fl]; Roman Schwaller [t s]; Christian Radovan [trb]; Jon Sass [tuba]; Uli Scherer [k, toy piano]; Heiri Kaenzig [b, toy piano]; Wolfgang Reisinger [d, toy piano].

All selections composed and arranged by M. Ruegg, except: CD I #2 (U. Scherer), CD I #5 (L. Newton & C. Streiff), CD II #5 (by J. Green, arr. Ruegg).

	VIENNA ART ORCHESTRA
	Chapter II
	1991
	73:38
	label: Amadeo

Like any other band that had existed for a long time, the VAO has been declared dead more than once. However there is no proof whether the effect of rumours is helpful or harmful, it does not change the fact that they are simply untrue.

It will catch the eyes of many connoisseurs and fans (?) immediately that for the first time in seven years the bond has changed. Some of the personalities, who over the years have estab​lished the sound and vitality of the orchestra (Lauren Newton, Wolfgang Puschnig, Roman Schwaller, Jon Sass, Wolfgang Reisinger) are not present.

Smooth teamwork, blind confidence and the awareness of the smallest reactions of the other can either -- similar to a relationship -- result in absolute unity (this can be profed when listening to most of the live records), or on the other hand in unproductivity due to the loss of tention and fascination. For this reason this might be the right moment to emerge from too much interdependence. Every musician needs the necessary artistic and timely space to realize his own project.

Wolfgang Puschnig for example had for 10 years contributed almost alt his musical and human know-how to the VAO, before he had started to successfully realize his own solo concepts. We both regret the fact that he will not participate in any of the three projects 1990, as his absence is solely caused by incalculable collision of dates.

Looking at the instrumentation of the three projects it becomes obvious that the individual consent between alt members of the VAO is still here. Some of them will finally have the opportunity to experience the crazy band from a spectator's point of view and check out their new mate's actions. There is a great number of talented musicians in Austria. [...]

MATHIAS RUEGG

	VIENNA ART ORCHESTRA
	Highlights
	1992
	64:01 58:15
	label: Amadeo

live in Vienna 1989

The "Highlights" isn't a collection of repeats, but rather a new look at old compositions. Improvised music, like that of the VAO, has always sprung from the great open spaces, free from slavish repetition, in the solo arrangements as well as in the written segments. In Jazz, we have learned that -- far from being obstacles to spontaneity -- continuity and development are its prerequisites.

«Imagination requires memory in order to grasp the present», said Friedrich Durrenmatt (who since, perhaps mistakenly, has become something, of an institution himself). «Without

memory, the present would be a meaningless event, rising out of nothing and sinking into nothing". The past is present in various ways in the music of the VAO... in the continued involvement of some of its players (the make-up of the orchestra has evolved gradually over time like the structure of a living organism) as well as in the reworking of old composmons. The components of a program don’t have to be all new, composed just yesterday, for the program to qualify as new. The novelty lies in the detail, in the essence of improvisation, in the overall flow.

This is an ensemble that loves big shows and knows how to pull them off (for the soloists especially). The VAO music is overwhelming, brilliant, festive. It is authoritative, beyond all question, like Ellington's big bands' (just to pay brief tribute to this great forerunner).

In old Swiss farming communities, in the rural inns where time seems to stand still, a print depicting the stages of man’s life, popular in former times, often hangs. It shows the life stages rising and falling symmetrically, from cradle to grave and infancy to old age, with the man of forty at the top. The two-line caption underneath reads: «At forty comes the pause / To consider what is coming and what has passed by». In the fifteenth year of the VAO, Mathias Ruegg, is turning 40, but there's no sign of his taking a pause .The VAO’s output is more varied than ever. It doesn't hurt, however, to take stock of one’s life half-way through, to assess one's achievements. That, I think, is the reason for ‘Highlights’. Not the main one, perhaps, but a reason nonetheless.

Peter Ruedi, March 1992 

	VIENNA ART ORCHESTRA
	A Notion In Perpetual Motion
	1992 
	76:37
	label: hat ART

rec.1985

In every art form, the past is in a life-and-death struggle with the present (and therefore, implicitly, the future). The tension that results is of such an immediacy and all-pervasive power that we recognize those rare individuals who are able to escape its pull as innovators. The rest are controlled, to some degree or other, by it. The most derivative artists are so inundated with the past that they are doomed to repeat it; their art falls behind by standing still. The most success​ful artists find ways to use the tension as a creative impulse.

Europe provided a meaningful and prescient direction for jazz in the '80s by way of a remarkable body of large ensem​bles, led by composer/arrangers with a personal vision. Each was influenced in their own way by varying aspects of the jazz tradition, as well as the classical tradi​tion and avant-garde, folk musics of their native locale, popular entertainment of the music hall/cabaret, and other areas of contemporary culture and politics. The degree to which they embraced the past -and the choices of which traditions to use and which to reject - formed their identity. During its heyday, the decade of the '80s, no orchestra rode this wave of energy between the past and the present with more flair and fantasy than the Vienna Art Orchestra. The reason was Mathias Ruegg.

A few years ago, in notes for the CD release of the VAO's Suite For The Green Eighties, I invoked the name of Ellington as a model for Ruegg's methods. This was not meant to compare Ruegg's achievements with those of Ellington, the maestro's, nor to suggest that their musics sounded similiar. Nor am I doing so now, and yet I think that the idea of Ellington as a precedent is a positive force in the manner in which Ruegg has grappled with his own artistic/creative tension, and that echoes of Ellington permeate this pro​gram too, perhaps even moreso than the previous disc.

Specific examples are easy to cite, but difficult to interpret. For one thing, the Ellington band survived on the road, and we are fortunate to have so many thrilling samples of even an average night's work of theirs available to us on discs. Here, we hear the VAO recorded live, and notice how, as Ellington featured his soloists in particularly favorable, specific settings, Ruegg showcases Roman Schwaller and Herbert Joos. "Romana" and the arrange​ment of "H.M. Blues" (note the Ducal touches in backgrounds and ensemble colors) are designed a la "Concerto For Cootie" or "Boy Meets Horn," among the many concerto-like, spotlight pieces Duke concocted for his sidemen. Trumpeter Joos himself seems to honor the prece​dent with a Rex Stewart-ish performance of slurs and half-valved sounds; then, the addition of Hannes Kottek's ultra-high re​gister trumpet creates a Cootie-and-Cat (Anderson)-style conclusion. Kottek per​forms a similar role on "Woodworms In The Roots." (This latter title is curiously ironic. Wormwood, to reverse the word, is a rather bitter plant found in Europe. If woodworms exist (I can't find them in my dictonary) they sound destructive, de​stroying the roots (foundation) of what​ever plant this may be. But "roots" has also a musical connotation, and after the "woody" marimba introduction, subse​quent developments take on an exotic, "Caravan-like tinge. Are these the (tradi​tional) roots being undermined?) Such possibly wayward thoughts are pro​voked by Ruegg's compositional demean​or, as no music wears the same face for too long. This is the "newness"of Ruegg's art -- the personal, evocative ways he weaves other influences and invocations through his music. Another lesson he learned from Ellington is to tailor his com​positions to the particular strengths, in tone and temperament, of his musicians; the extent to which Ruegg's imagination carries this forward energizes and individ​ualizes the music, with surprising timbres and textures at every curve. "Voices With​out Words," for example, begins as a duet between Lauren Newton's uninhibited vocalism and Uli Scherer's percussive electronic keyboard, but before long segues into an intricate raga-like rhythmic pattern. The twists and turns of "Life At The Dead Sea1' are like trying to follow an out-of-date map, when the landscape is unfamiliar and the landmarks have changed overtime.

Does the "perpetual motion" of the title refer to life on the road? Or the ongoing continuum of musical tradition, which in the hands of Ruegg can be honored and manipulated at the same time? Hard to say, since in the musical realm of Mathias Ruegg, meanings have multiple choices and anything is possible.  -- Art Lange June 1992

	VIENNA ART ORCHESTRA
	From No Time To Rag Time
	1993 
	75:00
	label: hat ART
Этот CD демонстрирует новый аспект искусства композиции, своеобразное “исследование неумирающих ценностей, которые обогатили нашу культуру” (Матиас Ругг — известный концептуалист, руководитель и духовный учитель VAO) . Имеется в виду обращение к рэгтайму в его музыкально-историческом аспекте. Каждую композицию на диске Матиас Ругг уважительно к авторам назвал “Вариацией по...”. Вы здесь услышите не обыгрывание оригинальной темы, но скорее это впечатление от неё или воспоминание о ней; в данном случае это отношение самого музыканта к рэгтайму. Особенно запоминаются вариация по теме Бада Пауэлла “Un Poco Loco” (4) и исследование великолепной композиции Скотта Джоплина “The Cascadas” (8).

History hoists itself upon the shoulders of the past, in order to look back and remind us of the continuing values that have shaped our culture and beliefs, and to see beyond the here-and-now, to catch a glimpse of our future. To understand what we see, in both directions, requires a particularly perceptive sense of vision. This is the fifth Vienna Art Orchestra program recorded for hat Art in the first half of the 1980s to be reissued on CD, though chronologically it falls directly in the mid​dle. Today, we have an advantage we did not have when the music was originally released -- that of hindsight. Looking back, we can see how each of these five pro​grams was a chapter in the ongoing mys​tery of Mathias Ruegg; no two alike, each revealed a new aspect of his art of com​position and cultivation. From No Time To Rag Time, now a slice of history, reminds us of how marvelous an ensem​ble this edition of the VAO was. Of the ingenious way Ruegg composed for them, and cultivated their talents, tailoring spe​cific charts for the individual voices, pushing them beyond their capabilities into new challenges. And of the challenges Ruegg set for himself. As a conceptualist, Ruegg frequently de​vised programs which would illuminate his own creative powers and particular areas of interest, and at the same time reflect upon the traditions -- the history --from which he developed. In From No Time To Rag Time Ruegg carefully distinguished his contributions to this program as "Variations About..." each of the adopted themes. These are not variations on -- that would be too specific, too refer​ential and reverential, too much in the common classical music practice. There has never been anything common about Ruegg's concepts or procedures. The fact that his composing is "about" someone else's music allows him to honor the orig​inal composers who inspired him, but si​multaneously avoid interpreting their mu​sic; to dance on the edge of their creativity with his own choreography and to his own tune.

In so doing Ruegg is faithful to the origi​nals, suggesting their essence while maintaining his own identity -- particularly his anti-establishment stance. This is not a program of jazz repertory -- not even an exploration of the obscure fringes of the canonic tradition. The irony in Ruegg's intention is that each of the figures represented was or is, in their own fashion, equally anti-establishment. Which gives him license to further distort Scott Joplin's formal expansion of ragtime's salon so​lemnity, to render Bud Powell's theme a little more crazy. The layers of historical resonance set into motion by Ruegg's ac​tions intensify our understanding of the tradition -- witness Ruegg's rave-up on Mingus'double parody of Jelly Roll Morton (himself jazz's first great anti-establish​ment figure), or the assault on Ornette's spontaneously-detailed "Silence," and its own referral to Cage, Bird, and dada, via the freedoms Coleman provided those to follow.

Sometimes subtly, sometimes blatantly, Ruegg reinvents the context in which we view the originals, avoiding the academic trap of assimilation by acceptance, by what are (at least in the traditional big band viewpoint) anti-arrangements. So that he can enlarge upon Braxton's roller-coaster quartet theme without reference to Braxton's own large ensemble con​cepts, or bring additional themes to Rudd's sliver of a melody, itself only barely commented upon by the originators (on Archie Shepp's Live In San Francisco, Impulse. And isn't the two-tenor episode repaying a debt to Mr. Shepp?). Provocative, too, is the way in which Ruegg's program retreats in time, from the most "advanced" implications of No Time to the earliest formalism of Rag Time. Curiously enough, his next project, The Minimalism Of Erik Satie (hat Art 6024) continued Ruegg's progress for​ward, from "variations about" to "reflec​tions on...", while looking farther back into time and yet another set of conven​tions to disorient. Obviously, Mathias Ruegg's view of history is a special, valua​ble, uniquely singular one.    -- Art Lange, May 1993

About the program:
«In jam-sessions -- or for instance when jazz musicians pick up traditional themes --they usually play the same compositions. It was my intention to choose some com​positions (I have written more than 50 orchestral pieces in recent years) which have practically never been played except in the original version: either they already have been formally extended or they have no "catchy" melodies, or they are very closely connected with the charisma of the musician.

I have arranged, orchestrated, extended, altered and alienated themes. But to use the word parody in this connection would lead to misunderstanding. It has much more to do with admiration, especially in connection with new jazz. In themes like Keep Your Heart Right or N 508-10 (4G), I added some parts, extended phrases, and exposed striking solos, always, I hope, following the sense of the composition and the composer's intention. Neither of the themes by Fritz Pauer and Mans Koller, two of the most important figures of Austrian jazz and our greatest friends, have yet been published -- that means two world premieres (actually jazz is always played for the first time...). The choice of the compositions is not actually a representative selection (of jazz), in​stead I looked for pieces which not only suited the musical possibilities of the or​chestra, but also the personalities of the soloists.

After all, the musicians form the focal point...

Even if you can hardly recognize certain melodies because I have been very free with them, I ask you to understand this in the jazz sense: Impulse - transformation -change - reflection - development.» --  Mathias Ruegg, March 1983

	VIENNA ART ORCHESTRA
	Standing... WHAT?
	1993
	68:33
	label: Amadeo Rec.

Vienna Art Orchestra: Mathias Ruegg [leader]; Corin Curschellas [v]; Matthieu Michel, Bumi Fian [tp]; Herbert Joos [fl h]; Claudio Pontiggia [fr h]; Christian Radovan, Danilo Terenzi [trb]; Klaus Dickbauer, Harry Sokal, Florian Brambock [reeds]; Uli Scherer [k]; Peter Herbert [b]; Thomas Alkier [d].

	VIENNA ART ORCHESTRA
	The Original Charts of Duke Ellington & Charles Mingus
	1994 
	58:03
	label: Verve

Исполняются известные композиции Duke'a  Ellington'a (№5-10) и Charles'a Mingus'a (№1-4).

    Just as Mingus and Ellington worked together with their musicians over a long period of time to create a special sound, our orchestra can look back at a long past which, since 1977, has had its own continuity. I felt this has put us in a position — after developing so many of our own programs — to tackle the challenge of playing the music of these great masters. This time I’ve chosen not to simply adapt their pieces but to try to make new versions by going back to the original scores. When the idea first came to me, I didn’t worry about whether the original charts were still around...

Basically, the music of both composers is deeply anarchic. It’s intensive, wild — not smooth. It’s powerful, creative. Mingus had a character that most people found difficult, so much so that Sy Johnson once said that a single one of Mingus’ neuroses was more interesting than the whole biography of many others. Ellington, on the other hand, started out at a time when jazz was already taken over by the entertainment industry and he knew how to play the show business game. But even though, in his business and private lives, he managed to conform better to social norms, when it came to his band and music, he stretched the limits; he was the embodiment of creativity, just like Mingus. Another parallel can be seen in the way they combined their own African-American cultural roots with European traditionalism / modernism. Ellington looked up to Bach (“Bach said, if you don’t have a good left hand, you’re good for nothing.”). He did adaptations of Tschaikowsky’s “Nutcracker Suite”, and Grieg’s “Peer Gynt Suite”, and also produced musical portrayals of characters from Shakespeare’s dramas. Mingus was fascinated by Ravel and Debussy. “As a youth I read a book by Debussy,” Mingus recalled, “and he said that as soon as he finished a composition he had to forget it because it got in the way of his doing anything else new and different... I believed him.” Mingus learned yet another side of European culture in a prematurely-ended course of psychoanalysis. Ellington wrote suites possibly out of a desire to be treated like a classical composer but they tended to suffer from his lack of time and patience and were sometimes over-ambitious and too academic in feeling. “There’s nothing better,” he once said, “than to plan in the night and to hear the results the next day. I’m pretty impatient, you know.”  Mingus, on the contrary, expanded on formal structures and, although he showed incredible strengths as a melodist, distanced himself from the song form. He created new idioms with complex tempo and rhythm changes and collective improvisations (often several soloists played simultaneously) kept in balance with the written tune. Balance was the key; Mingus didn’t like it when his musicians went overboard. “I have found very little value left after the average guy takes his first eight bars — not to mention two or three choruses,” he once said. “Because then it just becomes repetition, riffs and patterns, instead of spontaneous creativity. I could never get Bird to play over two choruses. Now kids play fifty thousand if you let them. Who is that good?”  Ellington never sounded as modern as Mingus because he didn’t care as much about the new developments in jazz (i.e. Be Bop, Cool Jazz and Free Jazz). He concentrated instead on cultivating his own style. Ellington could be viewed as an avant-garde traditionalist and Mingus as a tradition-bound avant-gardist. Mingus and Ellington were both spontaneous composers who preferred to leave the transcription of notes to others (Mingus: “If you like Beethoven, Bach or Brahms, that’s okay. They were all pencil composers.”) Ellington had a “ghost writer”, Billy Strayhorn, who snatched the Duke’s compositions — as they were born, in an airplane, in a restaurant or right after a concert — arranged them, orchestrated them and presented them to the band already the next day. Mingus sang the themes for his musicians, who had to commit them to memory on the spot. For the improvisation of many riffs and countermelodies, the musicians were naturally inspired by the expressive power of the dominant themes. Ellington’s musicians often had to more or less guess what he wanted from them. In his scores, there were the infamous gaps that particularly made newcomers to the band sweat. But the ingenious intentions of both the composer and his musicians could only be realized through such collaboration. Out of this rapport developed the instrumental jazz composer/arranger (arch)type; the band leaders and the style-setting improvisers who managed to strike an ideal balance between spontaneity and complexity, individuality and collectivity, improvisation and composition, and who knew, moreover, how to coax the subconscious, the “not yet played”, out of their musicians (Miles Davis was also masterful at this). Both Ellington and Mingus lived and played in a time when scores were being replaced by the record. It is perhaps no coincidence that jazz developed parallel to the development of the record industry, through which it was eventually able to conquer the music world. In spite of, or perhaps because of the sometimes incomplete (in case of Ellington) or dilettante (Mingus) scores, jazz and music history received a unique twist. But the public wasn’t much interested in following the complex developments and innovations that were occuring in jazz. The Ellington band, which during the 1950s had nearly slipped into obscurity and had to fight for its survival, staged a comeback in 1956 at the Newport Festival. For the public, the magic moment came when Paul Gonsalves blew 27 choruses on “Diminuendo and Crescendo in Blue”...  Over the decades, both band leaders cultivated intensive musical and personal relationships... relationships that were often problematic, resulting in love/hate. Ellington avoided open conflicts; Mingus, on the other hand, didn’t shy away from his “enemies” and on occasion even attacked them physically. Next to the Gospel, the European Modern and the melodic lines of Charlie Parker, the bassist Mingus (1922-1979) turned to Ellington’s orchestral coloring for prime inspiration. He tended to view the Duke (1899-1974) as some kind of overlord (in this, he was not alone. As Miles Davis said about Ellington on the occasion of his 75th birthday, “Some day all musicians should gather to bow down and say ‘thank you’.”) until 1953, when he joined Ellington’s band for a short guest performance as a bass player. Later, in 1962, Mingus recorded a famous trio album together with Coltrane and Ellington. Nevertheless, when the Duke, at his 70th birthday celebration, asced Mingus to conduct The Clown, Mingus didn’t respond and hid from view. No one could find him. Perhaps, somewhere in the dark, he was composing his “Open Letter to Duke”?  Mingus suffered because he felt that his pioneering work wasn’t well enough understood and appreciated. He once had a chance to become better known when he was nominated for a Grammy, but he passed it up because the award wasn’t for his accomplishments as a musician... it was for his skill at writing liner notes! Ellington, on the other hand, was not interested in having his music played by others because he thought it might lead to financial losses. May be he was not even fully aware of the worth of his work and band. This may be one reason why many bands have steered clear of Ellington’s scores. Mingus’ charts are often considered too difficult and complex. For these and the above reasons, it seems nearly impossible for most other bands to realize their music. To make matters worse, anyone can look back at the original recordings, that got their validity through the specific sound of the band leaders and the fantastic accomplishment of the soloists, and use them as a basis for comparison. To quote Chick Corea: “Duke Ellington’s music is so hard to grasp; it can only really be interpreted by Ellington’s own band. The musicians were too crucial (to the success) of the pieces.”  The same goes for Mingus. How true to the original should a revival be? Should one stick close to the prototype or make creative changes? This same question is asked by every theater director who is confronted with a classic. What’s better ...to create a historic reconstruction or to bring the piece forward in time and modernize? Ellington took stock arrangements of the hits of the day and changed them spontaneously. Mingus sometimes interrupted his works-hop bands during concerts when he had new or better ideas. Since it’s not possible, anyway, to recreate the actual sounds of Ellington’s and Mingus’ bands, we will try to fine tune their scores and transcriptions to the sound and possibilities of our orchestra. What we’ll use for orientation is their spirit, their archaic power. To return to the analogy of the theater, the text is not being rewritten but rather shortened or shifted here and there, to give some scenes more weight and lighten others. The play is happening now, but always with reference kept to the original, historical production. In our case, these are preserved in the Lps. What about the “Original Charts”? Many of the scores don’t exist any more. That sounds more post-modern than it really is. — Mathias Ruegg, leader of VAO, june 1993.

	Miroslav VITOUS
	Journey's End
	1983 
	40:37
	label: ECM

Miroslav Vitous [b],  John  Surman  (см.) [s s, bar s, b cl], John Taylor [p], Jon Christensen [d].

 Miroslav Vitous работал с Chick  Corea  (1968, также в первой половине 80-х в трио с Roy Haynes), был среди основателей группы Weather Report (записался на 4-х альбомах в  период  с  1971-73),  два альбома в составе  трио  с  Terje  Rypdal  и  Jack DeJohnette. С 1976 года Vitous начал выступать как лидер, выпустил несколько альбомов на фирме ECM.


	Miroslav VITOUS
	Atmos
	1993 
	42:39
	label: ECM

Duet: Jan Garbarek (см.) / Miroslav Vitous

	VIVIAN SISTERS
	Vivian Sisters
	2001
	51:43
	free impro
label: Avant

rec. 2000

Jamie Saft (см.): guitar, lap steel, rababa, bass, minimoog, clavinet, Turkish organ, backing vox

Laura Cromwell: drums, guitar, bass, viet-freak, kalimba, percussion, vox, minimoog

Vanessa Hodge: lead vocals (10,12)

Zeena Parkins (см. 'Alternative'): el harp (6,8,14)

Andrew d'Angelo: bass clarinet (10) 

Briggan Krauss (см.): water baritone (2)

Mr. Dorgon: vocals (2)

Adam Levy: guitar (3,5,7)

Only Jamie Saft would form a band that would open its record with music no one ever wants to hear again: the perverse music played on the ice cream truck that sort of sounds like Scott Joplin's "The Entertainer." But that's only a hint of the sickness further in. The Vivian Sisters are Saft playing guitars, basses, clarinets, Turkish organs, and all kinds of other stuff, and Laura Cromwell, who plays drums, guitar, kalimba, mini-Moog, and screams her fool head off — except for two tracks when that pleasant task is relegated to Vanessa Hodge. But Vivian Sisters couldn't realize the grandiosity of Saft's and Cromwell's extreme vision of depravity if it weren't for friends like Zeena Parkins and her electric harp, Briggan Krauss who plays something called a water baritone on "Worry," the glass chomped vocals of Mr. Dorgon, and the bass clarinet and guitars of Andrew D'Angelo and Adam Levy, respectively. Now that the lineup is complete, it's time to ask just what the devil Vivian Sisters sound like. They sound like kids making funny noises and causing trouble. Vivian Sisters make music like the same kids with watercolors, bare walls, and no parental supervision. There are 15 tracks here, and none of them escape the charge of "extreme musical perversity." That said, this record is more fun than playing with your sister's favorite doll behind her back. This is sinister, demented rock & roll strangled through a truckload of primitive sound effects, and is then mutilated by free improvisation. This is downtown New York no-wave all dressed up in a snazzy package with someplace to destroy. It's truly impossible to discuss this kind of anarchy in musical terms, because this smart-assed raucousness even makes fun of the free improv scene. And that's part of the disc's charm: This music has no idols; it exists because there is nothing better to do and if you don't like it — you know what to do. But I do like it, a lot. I hear a universe of irreverent sound combined with good-natured aggression put together by musicians who are having a type of fun that it takes years of practice to learn how to have. You can actually hear the undoing of musical assumptions and the remaking of conceptual notions about noise, texture, color, and what an ensemble is supposed to be. These are soundscapes created by a massive effort, full of humor, mischief, and knife-edged creativity. Vivian Sisters aren't for everybody, but for those interested in the outer rim of musical expression, this is a great place to get lost for a while.
1. Ice Cream Man

2. Worry

3. Ether Bunny

4. Lipgloss Iguana

5. Guitar Department

6. Mourning and Joy

7. A Gift from France

8. Neat Packets

9. Ho-down

10. Satansatan

11. The Arrogant Ascetic

12. You're no Good

13. Exile Festival

14. Night Gambling

15. Jennie

	VLADIMIR  ESTRAGON


	Three Quarks For Muster Mark
	1989 
	38:15
	label: enja

[free- jazz- art - rock]

Phil Minton [tp]; Alfred 23 Harth (см. тж. с: CREATIVE WORKS ORCHESTRA; Heiner GOEBBELS & Alfred 23 HARTH; TRIO TRABANT A ROMA) [t s, clar, b clar]; U. Haage [fl h, k]; F.M. Einheit (см.: EINSTURZENDE NEUBAUTEN в 'Alternative') [el]. 

	Michael  VOGT – см. в 'Alternative'
	
	
	
	

	VOLAPUK – см. в ‘Alternative’
	
	
	
	

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

CD 1: "Guyvoronsky / Volkov"
	2001
	73:50
	Vladimir VOLKOV – см. тж.:  VERSHKI DA KORESHKI; Sainkho NAMTCHYLAK; Леонид ФЁДОРОВ (в ‘Alternative’); Сергей КУРЁХИН; Vyacheslav  GAYVORONSKY; Anatoly VAPIROV;

Contact: Vladimir VOLKOV e-mail: mmvv@mail.wplus.net
www.volkovtrio.ru 

label: Leo Records, www.leorecords.com , Limited edition 750 copies

1. in search of a standard - 2'14

2. Waltz-standard - 1 '44

3. A Night in Tunisia - 1'38 (F. Paparelli/ J. Gillespie)

4. Lullaby for Coltrane - 5'29

5. Poet (Netsuke) - 1'33

6. Sarabanda - 3'15

7. Street Organ - 10'10

8. Waltz - 2'26

9. Blues in C-major - 2'58

10. Totem - 14'14

11. Three Dances - 13'32

a) Dance 1

b) Dance 2

c) Dance 3

12. Advance to the Past - 14'06

Vaycheslav Guyvoronsky and Vladimir Volkov have played together for almost 20 years. They first met and played in 1978, when Volkov was just 18 years old while Guyvoronsky was a mature musician having graduated both from the Conservatoire (in 1970) and later from a medical college. In Volkov, Guyvoronsky found a grateful student and partner. In spite of the considerable difference in age and musical experience the duo worked, and after fifteen years of performing together it became one of the most interesting and challenging groups in Soviet new music.

"Their music does not try to impress you with its novelty or inventiveness, their performances do not boast of mind-blowingly dexterous solo passages, their presentation might even seem boring: no show, no gimmicks, no elec​tronics. Few musicians are so indifferent to fashion and so cool about suc​cess. Maybe these were the qialities which made their path to recognition so long and difficult. Theirs is music about music. A fairly typical post-modern, eclectic, polystylistic approach. But whereas Chekasin and Breuker, Zorn and Kuryokhin are toying with the myriads of styles available, obviously enjoying themselves and letting the listener enjoy their weirdest fantasies, Guyvoronsky and Volkov address themselves and us to the DEITY in music, to that spiritual perfection, to the idea of the eternal and divine in art, to that something which transcends aesthetics and becomes ethical, and which we find either in the work of a genius, or in the authenticity of genuine folk music. All their reflections on the variety of musical worlds — the greatness of BACH (in the "Advance to the Past"), or Coltrane ("Lullaby to Coltrane"), or Russian folklore ("Russian Songs") — are recreated with an ascetic minimum of means." 

-- Alexander Kan, London, 2001

	Vladimir  VOLKOV
	V.VOLKOV / S.KURIOKHIN / K.MASLAK:

"Jet Lag" (Время вперёд)
	1997
	49:28
	label: Solyd Records, 2003

Collective improvisations by the musicians

Sergey Kuriokhin (см.) [p, k, v]; Keshavan Maslak (см.) [s, g, v]; Vladimir Volkov [double bass]; Alexander Mashin [d].

Rec. in 1996 at the Lenfilm studios, and live at the JFC Club in winter 1997 (#3, 7, 8). Mixed by Arkhipov/Kurashov/Volkov

	Vladimir  VOLKOV
	Fragment
	1998
	41:48
	Arkady Shilkloper (см.) [fr h, fl h]; Slava Kurashov [g, perc]; Vladimir Volkov [double bass, perc, v]; Denis Sladkevich [d, perc]. Producer: Vladimir Volkov. Rec. 1995-96. 

1. He Said That He Too

2. Bob Hard

3. First Fragment

4. Waltz

5. Afrikaans

6. Second Fragment

7. Pygmytation

8. Introduction to Mugamation

9. Mugamation

	Vladimir  VOLKOV
	XIX98
	1998
	40:17
	label: Boheme Music. http://www.boheme.ru ; http://www.bohememusic.com 

Arkady Shilkloper (см.) [alphorn F, fl h, didgeridoo, fr h]; Sergei Starostin (см. в ‘Eurofolk’) [v, cl]; Vladimir Volkov [double bass, viola da gamba].

1. За нашей деревней

2. Таня-Танюша

3. Хоровод

4. Пока молод был

5. Э-ой ты, Ваня

6. Возрадуй

7. Вдоль по морю

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

	Vladimir  VOLKOV
	Much Better
	1999
	48:25
	Volkovtrio: Slava Kurashov [g]; Vladimir Volkov [double bass, perc]; Denis Sladkevich [d, perc];

&: Arkady Shilkloper [fr h, fl h, alphorn]; Sergey Starostin [v, cow horns, kalyuka, cl]; Igor Butman [t s]; Kaigal-ool Khovalyg [v, doshpuluur, ighil]; Mola Sylla [v, kangoma]; Olivier Ker-Ourio [harmonica]. Rec. 1997-98.

1. Late Story

2. Much Better

3. Tuva

4. Second Afrikaaans

5. Duet

6. Pastoral

7. Skooshno

8. Khoro Vod

9. p.s.

	Vladimir  VOLKOV
	Sergey STAROSTIN & VOLKOV Trio:

“Once There Was Sun”
	1999
	67:09
	label: Green Wave Records e-mail: greenw@dol.ru  cheparukhin@yahoo.com 

Sergey Starostin (см. тж. с Mikhail  ALPERIN и в файле ‘Eurofolk’) [v, birbine, kalyuki (overtone flute), double reed pipe, prosvirelka, cl]; 

volkovtrio: Slava Kurashov [g, perc, Pskov gusli]; Vladimir Volkov [double bass, viola da gamba, Pskov gusli, el bass]; Denis Sladkevich [virt. perc];

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

special dog: Ronny [voice].

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

1. скит / skit

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

3. было солнце / once there was sun -- lament poem of Smolensk and Tver region 

4. ой да не плачь / oy da nye plach --  traditional song of  Kaluga region — "ivan da marya" 

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

6. калюки / kalyuki

7. кого-то нету / kogo-to nyetu  --  traditional songs of Central Russia — "kogo-to nyetu, a mnye togo zhal", "devki za ruki bralyis" (khorovod song)

8. в поле травка / v polye travka --  traditional song of Belgorod region 

9. что-то ещё / something else

10. в поле травка >> / v polye travka condt. -- traditional song of Belgorod region, performed by inhabitant of Gloukhovka village

11. стикс / styx

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

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

--- Дмитрий Ухов, Салон AV

	Vladimir  VOLKOV
	Зимы Не Будет
	2000
	33:00
	Леонид Фёдоров - пение, гитара, перкуссия

Владимир Волков - контрабас, виола да гамба, перкуссия Святослав Курашов - гитара, перкуссия

Сергей Старостин - вокал (3), жалейка (2, 12), флейта (2, 12)

Юрий Парфёнов - труба (3)

Хор "Сирин" (1)

1. Курсивин

2. Жидоголонога

3. Жаба

4. Стало

5. Ягода

6. Пусть

7. Что-нибудь такое

8. Католики

9. Далеко

10. Голова-нога

11. Зимы не будет

12. Минус один
...акустический «отрыв» Фёдорова, отстранённая «энергия музыкального заблуждения» Волкова... всё и вся погружается в «пучину постджазовых импровизаций».

->messer fur

	Vladimir  VOLKOV
	KONDAKOV / SHILKLOPER / VOLKOV:

"Outline"
	2000
	46:53
	label: Boheme Music

Kondakov [p]; Shilkloper [fr h, fl h]; Volkov [double bass]. Rec. 1999.

Andrey Kondakov e-mail: jazzkond@comset.net 

Vladimir Volkov e-mail: volkov-v@mail.ru 

1. lament (kondakov)

2. out of step (shilkloper, kondakov, volkov)

3. the outing (kondakov, volkov)

4. outline (shilkloper, kondakov, volkov)

5. cradle song (kondakov)

6. sweet georgia brown (m.pinkard - kondakov, volkov)

7. out of tune (shilkloper, kondakov, volkov)

8. dancing (kondakov)

9. lines (kondakov, shilkloper, volkov)

	Vladimir  VOLKOV
	STAROSTIN, KURASHOV, VOLKOV:

'Neath the Moon so Bright
	2002
	54:23
	label: GreenWave

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

Kurashov: g, perc

Volkov: double-bass, viola da gamba, perc

	Vladimir  VOLKOV
	Kazutoki UMEZU & Vladimir VOLKOV:

"Play Time"
	2004
	63:37
	label: Long Arm Records

Kazutoki Umezu [a s]; Vladimir Volkov [double bass].

Rec.: Sept. 2003

Примечание: Long Arm Records допустил ошибки при оформлении вкладки: не совпадают ни количество композиций, ни общее время звучания, ни длительность композиций, ни (возможно) их последовательность. Это надо так умудриться?

	Vladimir  VOLKOV
	Anri Volohonsky / Vladimir Volkov / Leonid Fedorov:

"Joyce"
	2004
	61:34
	label: Ulitka Records

Анри Волохонский читает
Владимир Волков и Леонид Фёдоров играют

www.leonidfedorov.ru 

part 1

part 2

part 3

part 4

part 5

part 6
Анри Волхонский, Владимир Волков, Леонид Фёдоров «Джойс» (Улитка). Волхонский, Фёдоров, Озёрский, Волошин «Горы и реки» (Улитка).
Первым делом с дисками начинает знакомиться ваше осязание. Берете их в руки, словно горчични​ки, какой-то волглый кар​тон, в случае первого аль​бома обложка ещё и пронзена верёвочной петлёй, из-за которой дос​тать CD почти невозмож​но, но все-таки стоит. Па​рижский филолог Анри Волхонский, известный по большей части как ос​новной автор слов песни «Под небом голубым» из репертуара Б. Гребенщи​кова, читает текст, выжа​тый из шестисот страниц «Поминок по Финнегану» Джеймса Джойса. На то, чтобы создать это перело​жение (Волхонский соз​нательно избегает терми​на «перевод»), ушло пять лет. И всё равно в его чте​нии можно встретить та​кое, например, предло​жение: «Перкодхаскурун-барггруауйагокгорлайор-громгреммитгхундхер-труматхунарадидилли-файтитиллибумуллунук-кунун!»
То, что читает Волхон​ский, настолько тесно связано с филологией, что слова будто бы дей​ствительно чувствуешь подушечками пальцев. Голос Волхонского полон интонаций мастеров-чте​цов прошлого. Ну как вам, например, покажет​ся сравнение с Сергеем Мартинсоном, читаю​щим самую абсурдную из проз под глубоководный эмбиент и тянучие контрабасовы запилы? Что касается «Гор и рек», то это дальше от театра и ближе к spoken word, хотя театроведы здесь могут всласть пос​порить о терминах. Заг​лавное произведение не противопоказано де​тям, думаю, они будут заинтригованы. На вто​ром плане есть челове​ческий голос, не решусь сказать, что это голос участника обоих проек​тов, лидера группы «Аукцыон» Леонида Фё​дорова. Возможно, Фё​доров извлёк его из ка​кой-то древней плас​тинки, как он делал на своем последнем соль​ном альбоме «Лиловый день». Нет, всё же Фёдо​ров. На прочих треках Волхонский читает свои стихи и заметки, мелодекламирует с лёг​ким малотеатральным пафосом, Фёдоров щип​лет струны, голосит жа​лобно или рьяно, а ещё там есть воздух, кото​рый Einsturzende Neubauten на послед​нем альбоме добывали при помощи воздуш​ных компрессоров, а ав​торы «Гор и рек» залучи​ли в компакт-диск неве​домо как. Ближе к кон​цу, в «Песне чингисхановой матери», в тылу появляется робкий ги​тарный перебор, но на переднем плане всё рав​но остается задеваю​щий за живое разговор с самим собой. Не удер​жусь от цитаты: «Воз​можно, основным заня​тием человека должно быть не искусство. Но только что?»

-- Weekend

	Andreas  VOLLENWEIDER
	The Trilogy            (1980, 81, 83)
	
	64:18 63:41
	CD I: “Behind The Gardens — Behind The Wall — Under The Tree...”, “Caverna Magica (...Under The Tree — In The Cave...)”.

CD II: “White Winds (Seeker’s Journey)”, “Eine Art Suite”, “Pace Verde”.

A. V. [harps, guitars, saxes, flutes, p, organ, k]; with oth.

  “The making of music, dancing, painting — creativity — all of this has so much to do with the ongoing process of ‘finding oneself’, or better, of searching for the things that give us such an individual, complex, and miraculous depth of emotions... ideas... dreams...”  — A. V.

 На дисках A. V. много участников, среди которых —  звёзды современного джаза; составы варьируются от вещи к вещи.

	Andreas  VOLLENWEIDER
	Down To The Moon
	1986
	36:28
	

	Andreas  VOLLENWEIDER
	Dancing With The Lion
	1989
	39:13
	

	Andreas  VOLLENWEIDER
	Book Of Roses
	1991
	49:14
	featuring Sainkho Namtchylak (см.)

	Andreas  VOLLENWEIDER
	Kryptos
	1997
	53:31
	featuring: Saynho Namtchylak (см.), Michael Brecker (см.), The Monks of the San Quixote Monastery, and oth.

	Andreas  VOLLENWEIDER
	Cosmopoly
	2000
	57:52
	label: Sony    www.sonyclassical.com 

www.vollenweider.net 

	Anri VOLOHONSKY - см. c: FEDOROV (в 'Alternative')
	
	
	
	

	V. S. O. P. – см.: HANCOCK
	
	
	
	

	Cuong VU
	Saft & Vu:

"Ragged Jack"
	1997
	63:09
	Cuong VU – см. тж. с: Bobby PREVITE;
label: Avant (Japan)

rec. 1996

music by Cuong Vu, Jamie Saft (см.) & Andrew D'Angelo (см. тж. с: Bobby  PREVITE)

Despite the presence of John Zorn as executive producer, Ragged Jack is a slightly traditional jazz record -- Jamie Saft plays piano and contributes a little less than half of the record's compositions, Cuong Vu plays trumpet and provides several more compositions, Andrew D'Angelo plays alto saxophone and bass clarinet and turns in two compositions, and Jim Black provides drums and percussion. The resulting sessions have a fractured bop feel that might be marginally influenced by the Downtown scene, but tend more toward solid, "traditional" free-jazz.

1. Garbo

2. Mr. Mister

3. Little Vina

4. The Schmucklehead

5. Mahunk

6. In Hear

7. Or Anything

8. Karin

9. Jack's in the House

	Cuong VU
	Bound
	2002
	48:01
	"a unique trumpet voice" – Down Beat

avant-jazz
label: Knitting Factory

rec. 1999, Brooklyn, NY

Kuong Vu [tp, v]; Jamie Saft (см.) [p, Fender Rhodes, k]; Stomu Takeishi [el b]; Jim Black (см.) [d, perc].

	Cuong VU
	Come Play With Me
	2002
	54:48
	label: Knitting Factory

Cuong Vu [tp]; Stomu Takeishi [b]; John Hollenbeck [d]; + Laurent Brondel [g, lap-steel (#3)].

All songs written by Cuong Vu.

Recorded at Mr. Small Funhouse, 2001. Mixed, edited and mastered at Idoru Room, New York.

Вы можете себе представить "лёд и пламень" в одном лице? А, точнее, - бархат и пламень, т.е. ECM'овский джаз, слитый воедино с самым мрачно-забойным King Crimson'овским исчадием? Возможно, вы вспомните Мольваэра. Но тот – школьник по сравнению с Cuong Vu (если взять одну вещь Cuong Vu и размазать на десять дисков, то получится Molvaer). Послушайте и убедитесь. При этом сам трубач играет так... что музыку можно и не услышать с первото раза: слушаешь только его.
Подобные проекты см.: Nils Petter MOLVAER; Eivind AARSET; Audun KLEIVE; WIBUTEE; Erik TRUFFAZ;

	Cuong VU
	Pure
	2002
	66:56
	label: Knitting Factory

Cuong Vu [tp]; Stomu Takeishi [b]; John Hollenbeck [d].


