	(Collin  WALCOTT)
	Tony  SCOTT:

“Music For Yoga Meditation And Other Joys”
	1968
	38:24
	Collin  WALCOTT -- см. тж. с: Meredith Monk; Oregon;

Tony Scott (см.) [cl]; Collin Walcott [sitar].

  Collin Walcott [1945-84] --  выдающийся исполнитель на sitar, percussion и композитор. Его музыка сочетает в себе элементы  ethnic music, jazz и European art music.

	Collin WALCOTT
	Cloud Dance
	1976
	39:35
	label: ECM

Collin Walcott [sitar, tabla], John Abercrombie (см.) [g], Dave Holland (см.) [b], Jack DeJohnette (см.) [d]. 

	Collin WALCOTT
	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].

	Collin WALCOTT
	Codona 2
	1980
	39:33
	label: ECM

	Collin WALCOTT
	Codona 3
	1982
	46:28
	label: ECM

	Mal WALDRON
	One More Time
	2002
	56:56
	Mal Waldron [p]; Steve Lacy (см.) [s s]; Jean-Jacques Avenel [double b].

rec. 2002

	Bennie  WALLACE
	Mystic Bridge
	1982
	47:13
	label: enja

“Down Beat”: ****1/2

B.W. [t s]; Chick Corea (см.) [p]; Eddie Gomes [b]; Dannie Richmond [d].

   Bennie Wallace is one of the new breed of tenor saxophonists, he is a big-toned, nimble player who improvises on hiss feet. He has a gruff, forward-drive attack and is able to straddle the line between inside and outside playing without seeming to force it. He is also an impressive composer — one who writes difficult, twisting lines. On top of that, he has assemled the perfect rhythmic setting for his tenor forays — Eddie Gomez and the sparkling, dynamic Dannie Richmond. Toss in Chick Corea, on this album, and the result is an always razor-sharp piece of work that does all four of its players proud. Corea’s performance is exciting and unleashed — he accepts Wallace’s challenge and meets him head-on; the two men seem to truly play off each other. Their duet on #3, one of the most beautiful of all ballads, is an inspired, free-ranging exploration. The rest of the album is much tougher — Gomes pushes particularly hard, and Richmond coats the whole thing with some of the finest cymbal work in jazz.

   This is an album that is that rarest of things — four supeb musicians playing at their very best every stride of the way. One can feel the fever of the date — there isn’t a moment of sloughing off; the tension, the second of four men listening, is parable all the way. This is today’s jazz at its very strongest. — Lee Jeske, “Down Beat”.

	Bennie  WALLACE
	Sweeping Through The City
	1984
	40:14
	label: enja

Bennie Wallace with The Blues Ensemble of Blonxi: John Scofield (см.) [g]; Ray Anderson (см.) [trb]; Mike Richmond [b]; Tom Whaley [d]; and The Wings Of Song (vocalists on #3, #7).

"Уоллес есть Уоллес. Каждый раз, когда слушаешь его саксофон, складывается такое впечатление, что ему попался какой-то взбесившийся инструмент, и он изо всех сил пытается его укротить." --- "Jazz Квадрат"

	Bennie  WALLACE
	The Talk Of The Town
	1993
	48:49
	label: enja

B. Wallace with: Jerry Hahn [g]; Bill Huntington [b]; Alvin Queen [d].

   Throughout a decade and a half of continuous growth, Wallace has defined the somewhat paradoxical role of the forward-looking, exploratory traditionalist, challenging the melodic, rhythmic, and harmonic boundaries of his material while at the same time maintaining an iron-clad connection to the roots of his art and of his native Southern culture. He is equally at home in the company of Oliver Lake or Mose Allison. The eight tracks on this recording exemplify the typical Bennie Wallace program. The tenorist’s own highly original compositions share the space with a few favorite standards that only a Bennie Wallace or a Sonny Rollins would think of as a potential jazz vehicle.

   This quartet radiates strength. The greatly under-acknowledged Hahn played in the bands of John Handy and Gary Burton, and recorded with Jack DeJohnette and Michael White. His own passion and imaginative phrasing provide a special stimulus for Wallace, whose earlier trios lacked a front-line partner for the leader. New Orleanean Huntington, with a long string of credits so diverse and to include New Orleans-style traditionalists Geoge Lewis and Ken Colyer alongside modern-era stalwarts such as Duke Pearson, Red Garland, Sonny Stitt, and Ellis Marsalis, serves as a booming Big Ben of a time-keeper while showing himself to be an accomplished melodist in his own right. And Queen, who brings with him a wealth of top-level experience. Having worked together for some time now, these powerful performers have developed an emphatetic relationship that is evident in their every interaction. “The Talk Of The Town” is one of Bennie Wallace’s most rewarding offerings to date, and, indeed, may be his best work. Wallace, as both saxophonist and composer, is at the top of his form and has surrounded himself with compatible associates of the first order. The intervening fifteen years since “The Fourteen Bar Blues” (his first recording) have been fruitful ones for Bennie Wallace, and every new endeavor gives further evidence of his continuing growth. — David Franklin

	Bennie  WALLACE
	Someone To Watch Over Me (A Music By George Gershwin)
	1999
	54:41
	label: enja

Bennie Wallace [t s]; Mulgrew Miller [p]; Peter Washington [b]; Yoron Israel [d].

Biologists can point to numerous examples of evolutionary symbiosis, bees and blossoms or bats and prickly pears that depend upon one another for existence and have also evolved together. George Gershwin was never a jazz musician, but his songs are indispensible to jazz. Jazz musicians, in turn, have helped his songs to develop in forms they would never have attained if they had just been restricted to the Broadway stage. In the theatre (or on the screen) many of the songs are linked forever with  single perfomers: "I Got Rhythm" with Ethel Merman, "They Can't Take That Away From Me" with Fred Astaire. Jazz, though, is an art of endless re-interpretation. Instead of freezing a song in one time or one style, jazz musicians turn the old into the new. Bennie Wallace's explosive lyricism (or is it his metic​ulous abandon?) gives a new life to Gershwin's songs, but also encom​passes and reacts to other per​formers. He plays "I Was Doing All Right" (a neglected song from the Goldwyn Follies) because Louis Armstrong recorded it with Oscar Peterson. And he immersed himself in Frank Sinatra's recording of "Someone To Watch Over Me" before making it his own. Wallace sees Gershwin's uniqueness in the way he combined harmonic ideas from Debussy and Ravel with powerful melodic lines. "'Daphnis and Chloe' is probably the high point of French Impressionism," Bennie told me, "but the focus is on harmony and rhythm, rather than melody."

(Ravel's tunes came to jazz via Stan Kenton's Artistry in Rhythm). "Gers​hwin's melodies are so strong -- so the way I prepare to play them is just to play those melodies in every key. And when I say melody I mean the words as well. I memorize the words when I learn the tune. When I heard Sinatra sing 'Someone To Watch Over Me' [performed here as a heart​breaking duet with Mulgrew Miller] I understood how the melody is in three sections and each of them has a different meaning. When you play a ballad, you know that the audience is thinking of the words -- and you have to know them so you can figure out how to put the song over without the lyrics. That's all part of the pre​paration, though. When I'm perfor​ming, I'm not thinking about the words anymore. I just get into the performance with no distractions." Jazz is an art of collaboration as well as re-interpretation. Wallace, Mul​grew Miller, Peter Washington and Yoron Israel decided to open an all-Gershwin program at the Jazz Bakery in Los Angeles with "It Ain't Neces​sarily So" and then each of them contributed to the conception. "At the first performance, Yoron Israel said let me start, and he played that 12/8 West African groove for the first time -- it changed the whole way we played it." A lot of collaborative re-shaping lies behind the sponta​neous combustion and emotional probity of these performances. From the very start of "Nice Work," a song whose creamy harmonic changes parallel Ellington's "Prelude To A Kiss" we can hear the quartet pushing the walls out in a spirit of explo​ration which also allows them to makeover "Who Cares" as a waltz. There's a certain slyness at work too. Just when you decide that "I Was Doing All Right" is bouncy and innocuous, Wallace -- who somehow always gets the tune over even when he is surrounding it with a dust storm of notes -- makes it the ener​getic high of the album. But perhaps it's the two numbers from "Porgy and Bess" that reveal the most of Wallace's emotional range. "It's interesting that 'It Ain't Necessarily So' and 'I Loves You Porgy' are not really songs -- they are opera numbers. I had to think about how to arrange them as songs. We don't use the first bridge in "It Ain't Necessarily So' [the wadoo part] but I have a lot of thought of how to do the second bridge ["To get into Heaven..."]. 'I Loves You Porgy' is also not in song form -- in the opera it gets interrupted by a couple of recitatives and then turns into a duet, so I had to make up a form for it."

Wallace gives both songs a new feel​ing as well as a new form. Has "It Ain't Necessarily So" ever sounded so joyous? Has anyone ever shown so well how "I Loves You Porgy" is about male vulnerability?

David Schiff

David Schiff is a composer who writes about music for The Atlantic Monthly and the New York Times.

	Jack  WALRATH


	Portraits In Ivory And Brass
	1994
	68:45
	Jack  WALRATH -- см. тж. с: The NEW YORK COMPOSERS ORCHESTRA;  Mingus Big Band; Jamaaladeen TACUMA & Burhan OCAL; Charles  MINGUS;
label: Mapleshade   [rec.1992]

J.W. [tp]; Larry Willis [p];  Steve Novosel [b].

«...Capable of timbral delicacies and refined shadings of the highest order... This is serious stuff...» – High Fidelity

    Jack was born in 1946 in Edgar, Montana, a town of a hundred people. He started learning trumpet at the age of nine, listening to old Dixieland jazz records. His first encounter with modern jazz was listening to Cannonball Adderley at summer music camp his junior year in high school. After graduating in 1964, he moved to Boston to attend the Berklee School of Music. While studying composition at Berklee, he found opportunities to sit in with first-rate jazz musicians such as Roland Kirk, Clark Terry, Sam Rivers, Freddie Hubbard, Hank Mobley and Elvin Jones. He graduated in 1968 and in 1969 moved to Los Angeles with ‘Change’, an important early jazz-rock band. In Los Angeles, Jack formed his own avant-garde group ‘Revival’. In 1974, he met and sat in with Charlie Mingus at the Village Gate. Three days later he joined the Mingus band as trumpeter and arranger, staying with Mingus until Charlie stopped playing in 1978. Jack recorded on 14 albums with Mingus and has been leader on 20 albums of his own. In addition, he has been featured on recordings with Miles Davis, M.R.Abrams, Charlie Persip, Sam Rivers, Ricky Ford and others. Jack is currently leader of the ‘Mingus Dynasty’ and co-leader of the ‘Migus Big Band’ (см.). He also leading ‘Masters of Suspense’, the group he founded in 1987. At the same time, Jack has been actively composing for and performing with orchestras from Tucson to Finland.

      Larry Willis is a 1992 Grammy nominee and is Music Director for Mapleshade Productions. He was born in 1942 in Manhattan’s Harlem. He studied music as a voice major, first at New York’s Music and Art High School for gifted students and then at the Manhattan School of Music. By the end of high school he was playing jazz piano — notably with his classmates, Al Foster and Eddy Gomez. Since then, Larry has played on more than 250 records. He has played and/or recorded with almost every great jazz musician of the modern era from Miles Davis and Dizzy Gillespie to Lee Morgan, Woody Shaw, Hugh Masakela, Cannonball and Nat Adderley, Stan Getz, Art Blakey, Art Taylor, Clifford Jordan and Carmen McRae.

    Larry Willis and Jack Walrath have both been heavyweights on the New York jazz scene for 20 years or more. The Willis-Walrath idea kept cropping up in our conversations, though no one had settled on a format yet. Then one day Jack called to say, in his laid-back way, “Hey, Pierre, I’ve got some kind of gig in Washington weekend after next.” As a later found out, the gig was a major jazz festival at Washington’s prestigious Wolf Trap amphitheater with Jack leading the Mingus Dynasty band. “I thought I’d hang out at Mapleshade for a day or two before and do some stuff in the studio with Larry.” “What kind of stuff?” I asked. “Well, just the two of us would be alright, I guess.”  I’m not as laid-back as Jack, so I replied, “Damn, if Larry’s down to do it, let’s jump on it.”  Larry was, in fact, down to do it. He and I discussed the duo idea and decided to ask Steve Novosel, Roland Kirk’s fine bass player to sit in for a few cuts. ...The witty side of Jack’s writing is showcased in “Monk’s Feet” [№5]. If you love Monk, you’ll be intrigued by how the piece manages to capture Thelonious’ personality. Jack gets Monk’s little boy mischievousness just right — and he nails Monk’s way of echoing well-known standards without actually quoting them. Just like Jack’s writing, Larry’s piano pays playful homage to the spirit of Monk. As Larry’s solo develops, you can hear the stride sneaking in. By halfway through, you’re deep into Minton’s in the Harlem of the late thirties. Jack gives the bop purists’ tails an extra tug by salting his solo with some old Dixieland licks. Two pillars of the post-bop scene in New York having a ball pretending they’re Fatha Hines and Pops Armstrong jamming on a tune right out of Thelonious: who says modern jazz is getting too stuffy and too academic?   —   Pierre M. Sprey

	Jack  WALRATH
	Jack  WALRATH & The MASTERS OF SUSPENSE:                 “Serious Hang”
	1994
	52:00
	label: Muse

Jack Walrath [tp, fl h], Don Pullen (см.) [organ], David «Fuse» Fiuczynski (см.) [g], Michael  Formanek  (см.) [ac  b], Cecil Brooks III [d].

	David  S. WARE
	Third Ear Recitation
	1993
	59:13
	Down Beat 48th Annual Critics Poll: Tenor Saxophone Of The Year TWDR (2000)
David  S. WARE – см. тж. с: Cecil TAYLOR

Экспрессивный free-jazz
label: DIW

David S. Ware [t s], Matthew Shipp (см.) [p], William Parker (см.) [b], Whit Dickey [d].

GENERATION ECSTASY (from “Wire”, Nov. 1999)

[...] Without upheavals in jazz, there would be no continuity, no rich heritage... just history. Building on this legacy, the current generation blasting open a future for the music, ensuring its passage into the 21st century, includes players as far apart in age and experience as saxophonists David S. Ware and Charles Gayle, multi-reedists Daniel Carter and Sabir Mateen, pianist Matthew Shipp, pianist-percussionist Cooper-Moore, and drummers William Hooker and Susie Ibarra. Collectively, the exhilarating sound of them ripping away from the fabric of tradition has been termed 'ecstatic jazz', a label coined by Steven Joerg, formerly of the hardcore Homestead label, and who founded his own imprint, AUM Fidelity, out of his enthusiasm for the music. "I started using 'ecstatic jazz' in press releases and advertisements," Joerg explains, "At the time it was a good way to describe the sort of out-of-body experiences that I personally have had listening to the music. 'Avant garde' seemed dead, and the price musicians paid over the years certainly belied the 'free jazz' moniker..." For want of a more marketable tag, ecstatic jazz stuck.

As veterans of the 70s loft revolution, Parker, Ware, Gayle and a few other members of the New York school of ecstatic jazz stuck it out through decades of poverty and public indifference before finally breaking beyond the city boundaries and attaining international recognition. Younger players like pianist Matthew Shipp — who contributes percussive keyboard parts to The David S. Ware Quartet when he's not working on his own projects — arrived in the city long after Ayler and the loft scene had passed, but he still spots apparitions. Shipp constantly sails through the Lower East Side, recently living in an apartment Charlie Parker once nested, and frequenting a bar below an old home of Charles Mingus. "This neighbourhood has a very rich tradition," he says. "There's definitely a way of being, a kind of a mode, and it's not narcotics or anything. There's just a very rich tradition of jazz here."

The historical, geographic and personal links to earlier jazz masters can weigh heavily on the current crop of improvisors, who feel forever tethered to their ghostly East River peers. Going up against heroes that large is a losing proposition, some feel, especially as record sales, establishment critics and even a few of their own number favour dead icons over the next big things. "There were more places to play then, and perhaps even the level of playing was higher than it is now," surmises David S Ware, from a perspective informed by three decades of playing. "When you look back, the

situation always looks better. We're inspired by that era, but if people listen to the music, there's a million things we do differently as a band." Younger contemporaries like Shipp take a more positive view of the jazz heritage, asserting that the freewheeling approach of their forebears is only the starting point to journeys elsewhere. "I play universal music," Shipp asserts, "in the sense that John Coltrane played universal music, in that he played jazz-influenced music with spiritual overtones that is influenced by rhythms all over the world but doesn't appropriate those things, it synthesizes them into their endemic jazz sensibility. That’s what I do."

So ecstatic jazz isn't Coltrane redux, but a living extension of the saxophonists transcendentalism. "They came out of that firsthand," reckons Michael Ehlers, who started the Eremite record label, another key outlet for the music, outside of Boston in 1995 with the writer Byron Coley. "There's no way they wouldn't be influenced by those people. It's kind of a ridiculous argument. Their development of the music is just the natural trajectory." Ehlers records musicians from all over the world, among them Germany's Peter Brotzmann and American expatriate Alan Silva, but most often he finds himself drawing from New York's deep pool of talent.

If ecstatic jazz is romantically characterised by a single image, it could well be that of onetime homeless saxophonist Charles Gayle pouring a decade's worth of suffering and bitterness into long, lungbusting pieces pitched at hyperthyroid intensity and held for infinite duration, with scant pause for breath or contrast. Its denigrators claim the music is all grandstanding bluster and no build up, launched from peaks that have never been scaled. They argue that it doesn't so much take off from Coltrane as get trapped in his slipstream, bobbing and squalling helplessly in his jet trails. But the very ferocity abhorred by jazz snobs is what's getting the music heard beyond jazz. Support from the rock world and the attendant media attention allows third generation improvisors the freedom to remove musical and marketing straitjackets. Fortunately, the spotlight turned their way just as the players' voices matured after a lifetime of world-weary experience. While the ecstatic jazz scene is still a fringe style that counts CD sales in the thousands, its audience has been expanding horizontally, picking up listeners and sparring partners along the margins of alt.rock, noise and the John Zorn school of artcore, who discover in ecstatic jazz a level of intensity the match of, say, Sonic Youth at their most frenzied. It is no coincidence that the founders of two of its most important outlets, Eremite and AUM Fidelity, have backgrounds in US hardcore and noise.

At once adventurous and curious, all the noise fringes are coming together in a rainbow coalition of marginals, sharing audiences and cross-fertilising styles in ad-hoc Improv combinations. New York spots such as Tonic and the Knitting Factory feel like home to ecstatic jazz musicians, and a short circuit of colleges and risk-taking rock and jazz clubs exists for occasional domestic touring. Magazines such as Jazziz have put Ware and Shipp on their covers alongside the neo-conservative Marsalis crowd, and American college radio plays ecstatic jazz artists virtually to the exclusion of all other jazz styles. So much so, in fact, that Shipp is taking a sabbatical from recording to let the rest of the world catch up with his vision and long discography. Even the neo-cons are interested now, with Branford Marsalis signing Ware to a seven record deal with Sony, the first time free improvisation has been backed by major label distribution since the early 70s.

So the New York scene has reached a new stage, more figuratively than literally, since these players still often perform on the same cramped platforms in small clubs. New York living can be tough, forcing historic figures like Gayle on the streets, but it also presents opportunities. "You can do just about anything you want to in New York," says an optimistic William Parker, from a sidewalk cafe below his Lower East Side apartment that's a few blocks away from the homes of Gayle, Shipp, Mateen and Carter. "In Chicago, there's a lot of musicians. There should be more happening in Boston, but there isn't Philadelphia has its scene, but there's nothing like New York," he contends.

After ceding primacy to Chicago in the late 70s, and to the neo-cons from New Orleans in the conservative 80s, New York's re-emergence as the premier cutting edge jazz domain is due, in part, to some clever marketing. Everyone acknowleges that the term 'ecstatic jazz' is a false construct, but as a marketing device it has undoubtedly paid dividends.

Nevertheless, many musicians prefer to brand the music themselves. William Parker calls it "creative music", Daniel Carter likes to jump-start "functional anarchy" in his life, and Cooper-Moore doesn't think anyone's making music different enough to warrant a new name.

A new label at least helps separate the current musicians from their past and soften comparisons to the 70s loft scene. Figures from the 70s haunt spots such as 501 Canal Street, a five-storey downtown structure that birthed some of the city's current jazz masters 30 years ago. At that time, white flight to the suburbs had emptied out the city, and David S Ware, Cooper-Moore, drummer Tom Bruno and a few others rented an entire building on Canal Street for $550 (today, a single room there would cost twice as much). It would become one of the focal points of a vibrant scene. Just like Ali's Alley and Studio Rivbea, 501 Canal Street was part rehearsal and workshop room, part concert hall and party pad. Cooper-Moore, Ware and Mark Edwards moved to New York together to form the group Apogee, but Ware and Edwards eventually left to study with Cecil Taylor. [...]

By the end of the 80s there was a slight glimmer of better times ahead. The Knitting Factory opened on Houston Street, eventually teaming jazz performers such as Gayle and drummer William Hooker on tag bills with New York's rock avant garde. But jazz was still offlimits as far as the music industry was concerned. It was around this time that David S Ware formed his Quartet, with Whit Dickey drumming. He recalls the hard times: "The times that we're living in, you have to figure out a way to keep being a musician. It's another form of improvisation." [...]

There is a downside to the family nature of the scene, as Susie Ibarra discovered, when she left it earlier this year, quitting The David S Ware Quartet to pursue her own projects, such as her trio with Cooper-Moore and violinist Charles Burnham. Then a 'political' dispute, she says, led her to quit Parker's In Order To Survive quartet, estranging her from Parker and AUM Fidelity's Steven Joerg. In May, a New York Times profile of the 28 year old drummer charged the mostly male scene with sexism, which widened the split. In the meantime, Ibarra has morphed from a young jazz talent to a central figure in New York's downtown avant garde, playing often with figures such as Zeena Parkins, Thurston Moore and Ikue Mori. "I have a certain foundation or love for jazz music, but I like to do different things," Ibarra says. "I find it interesting how many genres can connect through improvisation. I like working with Pauline Oliveros because she's very much rooted in improvisation, but as a composer she comes from a whole other tradition." Ibarra is using that expanding Rolodex to curate programming one month at Tonic, and next spring will appear on rock group Yo La Tengo's new record. She also still performs jazz with her trio, and with her saxophonist husband Tsahar (the two have just launched their own label, Hopscotch), and has a new record with guitarist Derek Bailey due soon.

It is salutary to remember that all this hullabaloo is about a music so marginal that sales breaking 5000 copies are the equivalent of the gold or platinum discs elsewhere. Pianist Shipp counts his listeners one by one, literally tracking sales several times each week in downtown Manhattan record stores, where he also starts the buzz about his next show or project. "It's sale by sale now, but it's going to create an envelope for successive generations. When they discover jazz, they'll discover us first," Shipp says. The scene's influence is wider than sales figures can convey, like that old chestnut about The Velvet Underground's original album sales. At this point most people who buy a CD from AUM Fidelity, No More Records or Eremite are either in a group, write for a fanzine or Website, or are otherwise personally engaged with the music. Supporters volunteering to help each year at the artist-organised Vision Festival share the collective idea; new labels seem to sprout up with each passing season; and literally hundreds of players make the same pilgrimage to meet William Parker that Shipp made 15 years ago.

So the future is bright, right? For now, at least, a generation of avant garde jazz musicians is in its prime, and a successive generation is being groomed to take over. Ten years ago it discovered how to regenerate the music through its merger with rock's left wing. More recently, when Matthew Shipp recorded with DJ Spooky, he opened up another possible future through digital collaborations. Daniel Carter has publicly experimented with programmers, and Cooper-Moore has a secret stash of his own computer generated compositions. "My interest for myself musically is basically electronic," the 53 year old says. "That's where my ears are, with music that would disturb a lot of other people. It settles me down so I can focus the next day."

Joerg can also imagine a Techno future for his extreme champions. "The beats and waves crowd could certainly appreciate this music," he says. "If you take the metaphor that music is a drug, then this is the ultimate fix. If you're really down with rhythm, harmony and melody at a super high level and polyrhythms and multiple directions at once, then this is it."

	David  S. WARE
	Earthquation
	1994
	56:07
	label: DIW
состав как выше.

«Рёв раненого тигра и умирающего мамон​та слышится мне временами в звуках ин​струмента этого музыканта. Что-то такое первобытно-яростное и безумно-безысходное... А началось всё в 1949 году в Нью-Джерси, где Дэвид родился. Его отец обожал тенор-саксофон, и эта страсть «по наследству» перешла к сыну. Хотя на самом деле маленький Дэвид хо​тел поначалу играть на ударных. Начав в девять лет с баритона, позже он перешёл на альт. Тенор-саксофон, который во всей красе вы услышите на этой пластин​ке, был освоен Дэвидом в одиночку, без преподавателей и учителей. В числе му​зыкантов, больше всего повлиявших на формирование его концепции, он назы​вает Чарли Паркера, Сонни Роллинза и Джона Колтрейна. Семь композиций, за​писанных Дэвидом на «Earthquation», пре​красно иллюстрируют творческие способности этого музыканта, с головой оку​нувшегося в «бурные воды» фри-джаза. Кроме Дэвида в записи участвовали Мэтью Шипп (фортепьяно), Уильям Паркер (бас) и Уайт Дики (ударные).  Закоренелые любители и самые стойкие поклонники жанра будут вознаграждены...» – Hi-Fi Music, #6 1997

Фри-джаз 60-х всё ещё сохраняет свои аван​гардные позиции. С той разницей, что если тогда последователи экспрес​сивных медитаций Джона Колтрейна с одной стороны, и суровой логики Орнетта Коулмэна — с другой, находились по разные сторо​ны баррикад, то теперь оба передо​вых отряда выступают единым фронтом против неоклассицистов вроде Уинтона Марсалиса и элект​рического поп-джаза. Дэйвид С. Уэйр — это, так сказать, джазовый аналог несгибаемых радикалов вроде Пьера Булеза/Игги Попа, не сдающихся под натиском общи​тельных постмодернистов типа Альфреда Шнитке/FSOL (ненужное зачеркнуть). У Уэйра — квартет классического колтрейновского состава и такая же, как у Колтрейна, экстатичная звуковая пласти​ка. К тому же на него работают двое его постоянных партнёров, которые по праву считаются луч​шими в категории тяжеловесов-авангардистов (но не экстремис​тов!): пианист Мэтью Шипп и ба​сист Уильям Паркер. Не жалея себя, но и не теряя чувства меры, музыканты делятся «модальными» откровени​ями на темы самого Уэйра.

--- Салон AV

	David  S. WARE
	Wisdom of Uncertainty
	1997
	62:37
	label: AUM Fidelity (Brooklin, NY)  www.aumfidelity.com 

rec. 1996

David S. Ware Quartet: David S. Ware; Matthew Shipp (см.); Susie Ibarra (см.); William Parker (см.).

all compositions by David S. Ware

David S. Ware plays Buffet Crampon tenor saxophones exclusively.
The first recorded appearance of drummer Susie Ibarra with the David S. Ware Quartet is an auspicious one to be sure. Her contrasting style with former drummer Whit Dickey is one of both physicality and fluidity. Ibarra is a far more physical drummer than Dickey is, and is given to deep rhythmic grooves that produce dance-like flourishes in her accents and fills. How that affects the band is obvious from the opening bars of "Acclimation," where her snare and cymbal work set the pace for Ware, who enters singing. Shipp carries in a seriously blues-inflected chordal series of minor thirds and sixths, and Parker is happier than a clam, as his full physical manner of playing is given depth and breadth here. The band charges Ware's compositions (yes compositions), cornering the tiger in them, only to let it loose again in order to chase it down. There is a brightness and fullness in Ibarra's approach that offers Ware more room to fluctuate in his legato phrasing, turning it over and moving through a series of obligato and even ostinatos in his melodic workups and in his solos -- check the long breaks in "Utopic" and "Continuum." Likewise, Shipp is free to rumble around in the deep registers of the piano he so enjoys, as he does on the opener and "Antidromic." His blocky style is far more fluid on this recording, as it shifts its right hands maneuvers with Ibarra's angular accents and around the kit flails and rolls -- check her solo in "Utopic." This is a record that sings; its song is a wild and wooly one to be sure, but it is a giant leap compositionally for Ware, and for the ensemble with its new drummer.

1. 

Acclimation

2. 

Antidromic


3. 

Utopic 



4. 

Alignment 

5. 

Sunbows Rainsets Blue

6. 

Continuum
The David S. Ware Quartet's greatest strength has always been Ware's own potent, sin​gular vision for this group. An ensemble meticulously assembled over several years and nine recordings, Ware's focus on creating an exceedingly attuned jazz unit capable of operating on an unspoken higher level has never been in question. Sure, Ware's stagger​ing tone and dense, rippling saxophone lines remain unparalleled in the world of creative improvised music. And you'd be a fool to underestimate pianist Matthew Shipp's explosive capacity for wringing a melody inside out, bassist William Parker's absolute irreverance for the conventional parameters of his instrument or Susie Ibarra's relentless percussive cre​ativity. Bring all four together, though, and it soon becomes clear that the incendiary end product is greater than even the sum of its individual parts.
The foundation that this intimate, four-way conversation provides for improvisa​tion can't be overstated. The Quartet is able to operate at a fluid, near telepathic level because the members trust each other's instincts while balancing on the high wire, under​standing that the most treacherous gambles can pay exceptional dividends. Of course, this is nothing new. The David S. Ware Quartet has always placed great faith in taking extraor​dinary risks, banking, as the title of the ensemble's stellar new recording confirms, on the Wisdom of Uncertainty.
"Living as an artist, one of the main stumbling blocks that we face is that people become frightened by the instability of the artistic lifestyle," Ware explains. "Everything isn't guaranteed. That instability is the key, though. Through this openness, through this insecurity, great wisdom can come. We need to put our faith in that uncertainty."
And while outsiders to this impassioned music often automatically associate that insecurity with chaos, that's hardly the case here. Wisdom of Uncertainty - the inaugural release for the AUM Fidelity imprint - is the Quartet's most thrilling session to date as well as its most focused. The ensemble continues to use Shipp's melodic deconstructions as a pivot point for elastic launches, anchoring its improvisations with simple, catchy themes. Where Cryptology astounded in the sheer force and density of sound presented and Dao steered in an opposite direction to restate Ware as a technical force to be reckoned with, Wisdom of Uncertainty builds on the heated intensity of the Japan-only Godspelized ses​sions, finding the Quartet pulling back from the precipice ever so slightly and harnessing that redoubtable energy without losing a shred of passion.
The striking opening track, "Acclimation," begins with Ware establishing the theme in a blistering tone before launching into a frenetic run through the range of his horn. Shipp immediately begins to flay the melody, peeling it away layer by layer, only to offer it back in jagged shards. Parker takes the riff even farther, shearing apart the theme in an expansive, constantly evolving arco bass solo. Recent percussion addition Ibarra brings graceful texture to this heady mix. A former student of rhythmic pioneer Milford Graves, Ibarra works her kit from all angles, creating a palpable sense of space within the composi​tion with an array of bells, tiny cymbals and non-linear rhythmic digressions.
Bookended by complex, stumbling refrains and condensed solos, the feverish "Antidromic" and "Alignment" are perhaps the compositions most determined by form. Says Ware, "I've always been very aware of form. People sometimes say that this type of music is just random notes, that anything goes. That's just not the case at all. There's so much information being passed through this music - musical, philosophical and metaphysi​cal - and the motifs and melodies have their own direction about them. We've been playing together for so many years that our internal musical apparatus is able to just hone right in on these natural plateaus."
The sprawling "Utopic" is Wisdom of Uncertainty's unquestionable centerpiece. Beginning serenely with the trio of Shipp, Parker and Ibarra, Shipp chips out the subtle, moving refrain while Parker bows out a stunning counterpoint over Ibarra's delicate shell of bells and chimes. Beyond their lengthy tenure in the Ware Quartet, Shipp and Parker remain rhythmic partners in Shipp's own trio and quartet, their own duo and in 1996, added their indelible stamp to Brazilian saxophonist Ivo Perelman's Cama de Terra disc (check their jaw-dropping duet on the title track for details). Over the years, the two have achieved an unspoken, highly developed language that here allows them to shadow each other almost unconsciously. Ware's lyrical entry begins on a grand note and soon gives way to an expansive, at times combustible solo that unlocks a range of emotions. An immense, wildly spiritual track, it's classic jazz in every sense of the term, and the David S. Ware Quartet has rarely sounded this beautiful or majestic.
"'Utopic' speaks of people who are willing to explore the outer reaches of human experience and not be so willing to readily accept what the past has been and what soci​ety dictates that the human experience should be," Ware offers. "It's a dedication to those souls who are willing to take a risk and discover something fresh and something splendid -people who are willing to search themselves."
"Continuum" brings the album to a close and full circle, with the saxophonist stating the melody and then quickly giving it up to Shipp, Parker and Ibarra to reconfigure, only to reclaim it with a forceful solo of his own. Like Wisdom of Uncertainty itself, it's the real deal - turbulent without being overwhelming, directed yet hardly restrained, and anoth​er high point in the constantly evolving scope of the David S. Ware Quartet. Grab hold while you can.        

 - Matt Galloway, Toronto, May 1997

	David  S. WARE
	Go See The World
	1998
	68:06
	label: Columbia Jazz / Sony Music

David S. Ware [t s]; Matthew Shipp (см.) [p]; William Parker (см.) [b]; Susie Ibarra (см. в ‘Alternative’) [d].

Some of us in jazz feel that the meaning of the music -- and the effect it has on the listeners -- is the only part that really matters. To us that meaning is held in a rarefied musical language that needs constant updating. It takes a bold talent to translate that language to a musical instrument in the present tense. Even then the translation isn't always immediately understood, but it remains clear that the expression is a unique one. Our connection to that reality as we encounter it marks time for us, and in doing so, changes our view of the world.

For his entire career, David S. Ware has focused on the challenge of using music to mark time. The results have connected with a new young audience who hear in his music refinement, deep passionate beauty, and an uncompromising commitment that is not easily found elsewhere in the contemporary world. David S. Ware dares to attempt to break through mediocrity into a zone of transcendent creativity. The message in his music is a positive one for the future. The hope of looking forward.

To deliver his message, he and his quartet rely on what is perhaps the most contemporary and sophisticated expression of the blues to be heard anywhere, combined with tremendous energy in the form of swing unmatched in today's music and a beautiful collective use of unpredictability. This blues is not the blues of sorrow, or failure, or of loss. It is the blues of profound reverence. Reverence for nature and the nature of things. David S. Ware's respect for the freedom of expression and his ability to find form where others might find chaos shows that he understands the continuous thread that runs through all periods of jazz. He's earned his place as one of the great interpreters. He and his astonishing quartet are at the center of a new era in jazz.

David S. Ware started playing the tenor saxophone over 35 years ago. His first studies were in the New Jersey public schools. At the age of 14 he began advanced studies and what would become a vital association with the great Sonny Rollins. As a young man he saw John Coltrane perform twice and was struck by his depth and power. Hearing Coltrane live encouraged him to focus on creating music that he felt would reach people and inspire them. He formed his first groups in the early 1970s and became part of the Loft Movement. Later in that decade he joined the Cecil Taylor Unit, as well as performing with the great drummers Beaver Harris and Milford Graves and recording his first two albums as a leader. In the '80s he performed and recorded with another great drummer, Andrew Cyrille. By the end of the 1980s, after lots of work, his current group concept began to emerge. With the arrival of William Parker and Matthew Shipp and later Susie Ibarra, David S. Ware had all he needed: his own voice on tenor and three players who share his vision for the purpose of music, each of whom also has a unique mastery of their instrument.

William Parker plays bass with one goal: to connect with the listener and to share through his sound the sensible, peaceful possibilities that he aspires to. The notes and sounds he selects suggest that he has approached the bass as an element of nature, full of time and experience. Watching him play, it's as if each gesture is an effort to extract something out of the bass that hasn't yet emerged, ever. Nothing less than supreme effort would suffice for William Parker. Likewise for Matthew Shipp. He is determined to re-configure the role and use of the piano in jazz. Although he is often compared to Cecil Taylor, his links are really to other great linear players like Bud Powell, Randy Weston, Andrew Hill, and McCoy Tyner. Matthew Shipp takes that tradition and disassembles it to form a kind of exponential collage, like a hierarchical map with a top node of mysticism. Following the sequence of the events he creates reveals his unique sense of melody and structure. The results are thrilling yet contemplative, graceful and daring. Keeping up with William and Matthew requires a drummer who is able to react to and color the proceedings, maintain the pulse without always playing it, and still drive the music. Considering the extreme velocity of this music, that drummer needs a clear head and a highly organized sense of placement to keep things from getting out of hand and sounding like noise. Susie Ibarra manages all of this and still plays with a gentle and dynamic touch, all the time displaying for our ears every particle of rhythm within the roar of the quartet's sound.

"Go See The World" is the first thing David S. Ware's mother told him as she held him in her arms on the day he was born. The title is fitting for this recording, which unfolds like an account of a lifelong journey. There's the opening ("Mikuro's Blues") that seems like it's connected to home, delivered as a unique and richly melodic blues held together by a bass line in a loose 5/4. What follows is exploration, discovery, and surprise, each piece quite different from the next, and always deeply passionate. No one plays with more passion than David S. Ware. His reading of "The Way We Were" is not pastel in color. It's a richly-hued version and turbulent -- as though he were recounting a very personal memory. When I first heard it I thought of John Coltrane's version of "My Favorite Things," which would also seem an unlikely vehicle for this type of presentation, but which worked perfectly when arranged to accommodate the Coltrane Quartet's desire to play off of modes and pedal tones. "The Way We Were" is a perfect vehicle for this quartet. They use every point in the song's long melody to shoot straight out like an arrow of passion. Free to go in any direction instantly. Always together. In this version, the lament in the melody extends far beyond the meaning of the Original .
"Go See The World" is also like a suggestion to us listeners to open our minds and see what is around us. The pieces "Lexicon" and "Logistic" unfold with a sense that anything could happen, yet they remain in tight focus throughout. Each section of each piece has a different rhythmic posture and each solo adds more content. In these two compositions David S. Ware shows his full range of expertise and control of the tenor. Me unleashes endless melodies made up of wide intervals and swirling motifs with a completely variable inflection and a rhythmic precision that is the state of the art.

There is a new jazz culture surrounding David S. Ware and his quartet. Experienced listeners and people new to this kind of music are finding a different expression. This CD will add to that. This music is about now. Later, when we look back, we will see ourselves.

Joe Morris, June, 1998

	David  S. WARE
	Surrendered
	2000
	52:32
	label: Columbia

David S Ware: tenor sax

Matthew Shipp (см.): piano

William Parker (см.): bass

Guillermo E. Brown: drums

Peace Celestial

Sweet Georgia Bright

Theme of Ages

Surrendered

Glorified Calypso

African Drums

	David  S. WARE
	Threads
	2003
	44:48
	label: Thirsty Ear Recordings

David S Ware: tenor sax

Guillermo E. Brown: drums

Mat Maneri (см.): viola

William Parker (см.): bass

Daniel Bernard Roumain: violin

Matthew Shipp (см.): korg triton pro x (string pads and various piano settings)

Ananda Rotation

Sufic Passages

Weave I

Threads

Carousel of Lightness

Weave II

The critical buzz aroused by David S. Ware's work with Andrew Cyrille and Cecil Taylor in the '70s had, by the late '90s, turned into a consonant roar. New York's collective jazz press -- always on the lookout for the music's next messiah -- crowned Ware the "King of Free Jazz" on the basis of his energetic quartet albums from the mid-'90s. Ware's band (with Matthew Shipp on piano, William Parker on bass, and, variously, Susie lbarra, Marc Edwards, or Whit Dickey on drums) became the decade's avant-garde supergroup by consensus, and Ware is indeed a splendid artist. His saxophone technique is total; unlike a good many free players, Ware does not base his style on any particular technical shortcoming or theoretical misunderstanding. His knowledge of functional harmony is above and beyond that of virtually any other free saxophonist. He's learned both the music and the horn up and down, inside and out, from the bottom up. In this respect, he's a true heir to Coltrane, who also based his free work on a comprehensive knowledge of his materials. Indeed, Ware's typical manner of performance -- modal/free, rubato, high-energy collective improvisation -- stems directly from Meditations-era Coltrane. 

Ware's tenor sound is huge, centered, and multi-hued, all up and down its range. His facility is great, his imagination broad, and his expressive abilities immense. And no saxophonist now active plays with more unadulterated passion. Without question, he is a very, very fine, maybe even great, player. His band, however, while certainly capable, has not proved to be on his level. Shipp is an excellent, Cecil Taylor-cum-McCoy Tyner pianist, but his best work has come as a leader of his own trio. With Ware, he often seems at a loss as to what to say in the midst of the band's hyperkinetic collective improvisations -- overwhelmed, or so it seems, by Ware's volcanic passion. Ware's finest, most complementary drummer has been Marc Edwards, a more roughly hewn and spontaneous player than the glib lbarra and the coloristic Dickey. Of Ware's bandmates, only Parker is his equal as a creative presence. William Parker generates energy like no other bassist; a band with Parker on bass doesn't need a drummer, so powerful is his percussive drive. 

Ware played alto, tenor and bari saxes in his teens. In the late '60s, he attended Berklee School of Music in Boston. There, he formed a band called Apogee, which played around Boston until 1973, when the band moved en masse to New York. In 1974, Ware performed in a large Cecil Taylor aggregation at Carnegie Hall. The mid-'70s found Ware a member of drummer Andrew Cyrille's group, in a trio with trumpeter Raphe Malik, and on tour with Taylor. In 1977, he played in bop pianist Barry Harris' band; the two recorded a duo album that same year. Beginning in the late '80s, he renewed his association with Cyrille, and played on the drummer's highly acclaimed Black Saint release, Metamusicians' Stomp. As a leader, Ware's recording career began in earnest with a pair of releases on the Silkheart label -- 1988's Passage to Music and 1990's Great Bliss, Vol. 1. In the early '90s, Ware began recording for the Japanese DIW label; that company's 1991 release, Flight of i, was distributed by Columbia, and remains in many ways the tenorist's most stunning work. The late '90s had Ware recording with his quartet for a number of independent companies, including most notably the alternative-rock (and now-defunct) Homestead label. He signed to Columbia for 1998's Go See the World, issuing Third Ear Recitation on DIW/Koch later that same year. Surrendered followed on Columbia in the spring of 2000. While continuing his rapid fire release schedule, he released Corridors & Parallels in September of 2001 on the AUM Fidelity label.

	James Jabbo WARE
	Heritage Is
	1994
	56:38
	label: Soul Note

Big Band; soloists: John Stubblefield [t s], Cecil Bridgewater [tp], Bill Lowe [bass trb, tuba], J.D. Parran [a fl, wood fl], and oth.

	Bill  WARE
	Vibes
	1998
	73:54
	Bill  WARE -- см. тж. с: Roy NATHANSON; John LURIE ("the legendary MARVIN PONTIAC greatest hits"); JAZZ PASSENGERS; GROOVE COLLECTIVE; Elvis COSTELLO; Yuka HONDA (в ‘Alternative’);

label: Knitting Factory Works (NY). www.knittingfactory.com 

Bill Ware [vibraphone]; EJ Rodriguez [d]; Brad Jones [ac b].

The king of downtown vibes [Groove Collective (см.), Jazz Passengers (см.), The International Conspiracy (см.: Marc Ribot) Goovething, The Club-Bird All-Stars], Bill Ware emerges from behind the scenes to lead his own trio of power funk and jazz. Ware is joined by Brad Jones [Ornette Coleman, Muhal Richard Abrams, Elvin Jones] on bass and EJ Rodriguez [Lounge Lizards, Jazz Passengers] on drums and percussion.

	Bill  WARE
	Sir Duke
	2000
	55:42
	label: Knitting Factory

Bill Ware [vibraphone]; Marc Ribot (см.) [g].

1. C Jam Blues (Duke Ellington) 3:12 

2. I Got It Bad (Duke Ellington) 4:44
3. In A Sentimental Mood (Duke Ellington) 6:34
4. Mood Indigo (Duke Ellington/Barne Bigard) 7:28
5. It Don't Mean A Thing (Duke Ellington) 5:22
6. Solitude (Duke Ellington) 5:20
7. Caravan (Duke Ellington/Juan Tizol) 6:10
8. Come Sunday (Duke Ellington) 6:15
9. Take the "A" Train (Billy Strayhorn) 4:46 

10. Sophisticated Lady (Duke Ellington) 5:16

William A. Ware III is a multifaceted and multi-talented musician with wide ranging experience. At 15 years old, he began playing the vibraphone after years of studying the electric bass. In his early years, he taught Latin jazz bass at William Patterson College, and then in 1987, he got his first big break when he became a member of the Jazz Passengers. This critically acclaimed group was perhaps the single most important influence of his career. Soon after he explored the "acid jazz" scene with members of the Groove Collective. This critically acclaimed ensemble was one of the leaders in the that movement and the group has become famous all over the world. In 1995 Bill joined the reunited Steely Dan as a percussionist, touring with them throughout the US and Japan. No doubt, this was one of the most enjoyable experiences of his career. Presently, Bill's main work is with the Groove Collective who he records and tours with constantly. As for his other activities, last year Bill became involved with a large progressive musical movement in America called "Jam Bands". Lead by a core group of people such as founding member, DJ Logic, the jam band "Project Logic" has included a wide ranging, extensive list of guest performers from Sex Mob, Brandon Ross and Graham Haynes to this years featured artists, the "perfect improviser", Marc Ribot. Always open to new types of music and the latest trends, Bill is an artist who's antenna is always up and who has his finger on the pulse of the music scene. This time, to commemorate the 100th anniversary of the legendary jazz composer, Duke Ellington, Bill decided to record a CD of Ellington's songs. For the multitude of CDs dedicated to Ellington, this is probably the most unusual as it features only vibes and guitar. For his interpretation of Ellington's tunes, Bill chose as his partner the famous guitarist, Marc Ribot. Ribot is well known for his "funky and cutting" style, however, with his more recent work being heavily influenced by Cuban music, you'll find that his melody lines and solos have a definite Latin feel. Ribot continues to be the Knitting Factory's most famous and best loved guitar player. You would think that for a jazz musician, recording a CD of compositions of a jazz giant like Ellington, they'd be under an enormous amount of pressure. When you consider the number of big name artists and musicians who have performed and recorded Ellington's tunes over the years, then add the tradition of Duke Ellington himself, the task would become even more daunting. However, if you listen to the first phrase of the first song "C Jam Blues", you'll realize immediately that these guys aren't feeling one bit of pressure. "C Jam Blues" is a popular song that is often played at jam sessions and most musicians are very familiar with it. With such a well known song, musicians and music fans alike can quickly tell how good a player is and whether or not they know their Duke Ellington. But, these two approach the song as if they've casually said to each other, "Okay, let's play this song anyway we'd like to!" and then they just go ahead and do it. It's not that they have approached the tunes haphazardly. They have definitely thought about how they wanted to interpret the songs. The arrangements, the rhythms, the solos all have structure and are very well controlled from the beginning to the end, and if you listen to the CD, you can hear the distinctive parts of the two musicians. Compared to the endless number of other CD's covering Ellington's work, this one is bright and has a totally different flavor. Inside a vibraphone there are small rotating fans (or wings) that control the instruments' sustained and vibrato sounds. Bill has removed the tubes and fans from his instrument, connected it to a pick-up and run it through (direct-in) a Roland JC-120 guitar amp, thereby inventing his own unique sound. Bill's main signature sound is the vibrato that comes through the amp that he usually leaves turned on. However, when you listen to the CD it doesn't sound like the rotating fans have been removed. You can still hear the beautiful long sustained notes between the sounds of the guitar and the vibes and this gives the songs a very spacey or almost ethereal feeling which is very effective. If there was just this spacey sound, there could be the possibility of loosing the rhythm but Marc Ribot's sharp guitar riffs touch the listener's nerves directly. Marc's performance from his high tones to his low tones are always free ranging and dynamic. Without loosing a single phrase, he plays exquisitely - sometimes like a genius, sometimes very simply - like a novice. If you listen to this CD once, you may feel that these two artists' performances sound a bit incoherent. However, the tension created by the two instruments is one of the musical methods you will experience on this CD. Bill's sound is often surrounding or comes from the back where Marc's sound attacks from the front. This balance is another important part of the CD. More than just hearing the spacey vibe sound or the guitar, the listener should listen with his heart. Their performance is not focused on any one point, so you need to open your heart and mind. Additionally, when listening to this duo you should take into consideration that Bill is a multi-instrumentalist who plays percussion, piano, bass etc. and this also has a great influence on the format of the songs. Sometime he sounds percussive, sometimes melodious and sometimes there is that spacey feeling. His technique is deep and complex and that is what you will discover from this CD. 

-- SEIICHIRO MATSUNAGE, NYC, 2000.

	Grover  WASHINGTON Jr.
	Paradise
	1979
	41:38
	Washington [s&t&bar s, fl, ac p]; John E. Blake [vln]; Tyrone Brown [el&ac b]; Leonard ‘Doc’ Gibbs [perc]; James ‘Sid’ Simmons [el&ac p]; Richard Lee Steacker [el&ac g]; Millard ‘Pete’ Vinson [d].

	Grover  WASHINGTON Jr.
	Winelight
	1980
	39:12
	G.Washington [s&a&t s]; Eric Gale [g]; Marcus Miller [b]; Steve Gadd [d]; Paul Griffin [k]; R.McDonald [perc].

	Grover  WASHINGTON Jr.
	Come Morning
	1981
	40:23
	как выше, + Richard Tee [rhodes]; Grady Tate [lead voc].

	Grover  WASHINGTON Jr.
	The Best Is Yet To Come
	1982
	40:24
	состав варьируется, к вышеуказанным добавляются: B.McFerrin [voc]; L.Ritenour [g]; Harvey Mason [d]; John Faddis [tp]; etc.

	Grover  WASHINGTON Jr.
	Inside Moves
	1984
	38:26
	G. Washington [a&t&s&bar s]; Marcus Miller [b, k]; R.Tee [rhodes]; Eric Gale [g]; S. Gadd [d];  etc.

	Grover  WASHINGTON Jr.
	Strawberry Moon
	1987
	44:16
	G. Washington [s-s, Fairlight, Fender rhodes]; M.Miller [all instr. Performances on №9]; B.B.King [g, voc]; Tyrone Brown [b]; D.Washington [d]; etc.

	Grover  WASHINGTON Jr.
	Next Exit
	1992
	51:26
	Состав варьируется из многих участников.

	Grover  WASHINGTON Jr.
	Urban Knights
	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.

	Sadao  WATANABE
	In Tempo
	1994
	70:40
	label: Verve / Fun House / Polydor

S.W. [alt&sopranino sax]; Cesar Camargo Mariano [p, k]; Marcelo Mariano [b]; Pantico Rocha [d]; Paulinho Da Costa [perc]; horns: Jerome Richardson [a s, fl]; Bill Easley [t s, fl]; Alan Ruben [tp, fl h]; Bob Milliken [tp]. + vocals (#3, 6, 11, 12).

	Sadao  WATANABE
	Go Straight Ahead ‘N Make A Left
	1997
	45:56
	label: Polydor (Japan)

S.Watanabe [a&sopranino s]; Bernard Wright [p, k]; Stephen Telle [b]; Mike Flythe [d]; Steve Thornton [perc].

  Блестящий мастер сакса Ватанабе славится изысканно-красивыми джазовыми балладами. ‘Go Straight Ahead’ – его шедевр. Эту замечательную тонкую пропорцию между глубиной настроения и лёгкостю может создать только такой великий эстет как Ватанабе.

	Sadao  WATANABE
	Remembrance
	1999
	56:57
	Sadao Watanabe [a s]; Cyrus Chestnut [ac p]; Christian McBride [ac b]; Billy Drummond [d]; Nicholas Payton [tp, fl h]; Robin Eubanks (см.) [trb]; Romero Lubambo [ac g].

	Mitch  WATKINS
	Strings With Wings
	1992
	44:21
	jazz-rock  - превосходно исполненный и записанный.

label: enja

M.W. [g-s, k]; with others: [d], [b], [violin], [mandolin].

“For some time I have wanted to record in my native Texas using players with whom I have often shared the bandstand. For this offering, I was fortunate to be surrounded by musicians who have a covetously vast range of experience, players who are as likely to play “San Antonio Rose” as “Giant Steps” on a gig. My heartfelt thanks to these “pickers” for keeping their sensors open to the possibilities that come from playing in new settings.”  —  M. W.

	Bill  WATROUS
	Bone-Ified
	1992
	71:19
	label: Crescendo Recods (Los Angeles)

  Bill Watrous was named number one jazz trombonist for seven con​secutive years in Downbeat's reader's poll, and won the magazine's critics award twice.

In addition to an active schedule of performances, he plays in studio groups and has recorded nine albums. His second, "Tiger of San Pedro," was nominated for a grammy as "Best Performance by a large jazz ensemble".

Bill started playing trombone at the age of six. His father, a professional trombonist who played with the name bands of the ‘40s, taught him to play, offering good advice on: non-pressure control playing; use of the overtone series; and the importance of relaxation. While in grade school, he played in ensembles, but he did not read the music, "1 would listen to the group play a song and then copy it. Sometimes I would fool around and improvise with the tune while the ensemble played, which never made anyone too happy!" In high school he performed in the jazz band, or "swing band" as it was known in the '50s. After graduating from high school, he joined the Navy and continued to perform in San Diego and Mew Vbrh. After his discharge, he settled in New York and began to build his career. Bill played with the Kai Winding Septet, Roy Eldridge, Quincy Jones, Woody Herman, Count Basie, and was a member of the Dick Cavett and Merv Griffin Show bands.

In the late 70's he moved to California. Throughout his career he has proved himself a superb player, capable of excelling in any area from studio work to clubs.

Jazz critic Leonard Feather said about Watrous when he first heard him in Los Angeles; "Bill Watrous proceeded to astonish everyone in the packed room. . . his attractively polished tone, rare command of the instrument, and surprise-packed melodic lines put him in a class of his own. His ballads, played with a superlative sense of phrasing, offer reminders that his melodic gifts are the equal of his virtuosity".

	WEATHER  REPORT
	Weather Report
	1971
	40:03
	

	WEATHER  REPORT
	I Sing The Body Electric
	1972
	47:13
	Josef Zawinul [keys], Wayne Shorter [reeds], Miroslav Vitous (см.) [b], Eric Gravatt [d], Dom Um Romao [perc], Ralph Towner (см.) [g], a.o.

	WEATHER  REPORT
	Mysterious Traveller
	1974
	48:26
	J.Z.; W.S.; M.Vitous & Alphonso Johnson [b]; Ishmael Wilburn [d]; Dom Um Romao [perc]

	WEATHER  REPORT
	Black Market
	1976
	37:09
	Zawinul [keys], Wayne Shorter [ss, ts], Alphonso Johnson [el b], Chester Thompson [d], Alejandro Neciosup Acuna [congas, perc], Jaco Pastorius [el b], Narada Michael Walden [d], Don Elias [congas, perc].

	WEATHER  REPORT
	Heavy Weather
	1977
	37:54
	Zawinul [Arp 2600, Oberheim Polyphonic, Rhodes piano, ac piano, melodica, g, tabla, voc] Shorter [ss, ts], Pastorius (см.) [b, mandocello, voc, steel drums, d], Acuna [d, perc], Badrena [perc]

	WEATHER  REPORT
	Mr. Gone
	1978
	37:32
	Состав варьируется, например: №1 - J.Z. [k, kalimbas, thumbeki drums, v]; M.Badrena [solo v]; J.Pastorius (см.) [d, b, v]; P.Erskine [d, v]; W.S. [s s, v].  №2 - J.Z. [k]; W.S. [s s]; J.P. [d, v, b].  №3 - J.Z. [k, melodica, high hat, v]; S.Gadd [d]; P.Erskine [high hat]; J.P. [b];  a.o.

	WEATHER  REPORT
	“8:30”  [2 CD]
	1979
	40:25 40:36
	

	WEATHER  REPORT
	Night Passage
	1980
	48:08
	J.Z., W.S., J.P., P.Erskine

	WEATHER  REPORT
	Domino Theory
	1984
	47:22
	J.Z., W.S., Victor Bailey [b], Omar Hakim [d], Jose Rossy [perc]

	WEATHER  REPORT
	Sportin’ Life
	1985
	39:13
	Zawinul, Shorter, Bailey, Hakim, Cinelu, + McFerrin, C.Anderson, Dee Dee Bellson, A.Silas [v].

	WEATHER  REPORT
	This Is This
	1986
	45:52
	Zawinul, Shorter, Bailey, Erskine, Hakim, Santana

	Eberhard  WEBER
	Yellow Fields
	1975
	44:23
	label: ECM

Eberhard Weber [b], Charlie Mariano [ss, shenai, nagaswaram], Rainer Bruninghaus (см.) [keys], Jon Christensen [d].

	Eberhard  WEBER
	Passengers        [with Gary Burton Quartet]
	1977
	40:54
	label: ECM

G. Burton [vibraharp]; P. Metheny (см.) [g]; S. Swallow [b-g]; E.W. [ac-b]; D. Gottlieb [d].

	(Eberhard  WEBER)
	SOLSTICE:  “Sound And Shadows”
	1977 
	44:55
	label: ECM

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

	Eberhard  WEBER
	Fluid Rustle
	1979
	39:10
	ambient 

label: ECM

Eberhard Weber [b, tarang]; Bill Frisell (см.) [g, balalaika]; Gary Burton [vibraharp, marimba]; + Bonnie Herman / Norma Winstone [v].

	Eberhard  WEBER
	Chorus
	1985
	40:33
	label: ECM

Eberhard Weber [b, synth], Jan Garbarek [s&t s], Ralf-R. Hubner [d].

	Ben  WEBSTER
	King Of The Tenors
	1953
	39:28
	with: Benny Carter, O. Peterson, H. “Sweet” Edison, Ray Brown, Herb Ellis, and oth.

	Ben  WEBSTER
	Soulville
	1957
	49:16
	B.W. [t s, p]; O. Peterson [p]; Ray Brown [b]; Herb Ellis [g]; S. Levey [d].

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

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

  This project brings together two of the greatest stylists American music has produced. Here, in a program of timeless songs, pianist Oscar Peterson is the perfect foil – his effortless swing an excellent set-up for the unhurried scoops, slurs, and bent notes of tenor-saxophone balladeer Ben Webster – just the way he liked it.

	Ben  WEBSTER
	Gerry Mulligan Meets Ben Webster
	1959
	76:50
	G.M. [baritone]; B.W. [tenor]; Jimmy Rowles [p]; Leroy Vinnegar [b]; Mel Lewis [d].

	Ben  WEBSTER
	Coleman Hawkins & Ben Webster: Encounters
	1959
	46:51
	label: Verve Master Edition: Meticulous audio restoration; High-resolution 20-bit digital transfer; Bonus tracks.

C.H., B.W. [t s]; Oscar Peterson [p]; Herb Ellis [g]; Ray Brown [b]; Alvin Stoller [d].

  «An excellent between Hawkins and Webster – perhaps the best ever recorded.» – Down Beat.

	Ben  WEBSTER
	At The Renaissance
	1960
	67:55
	Ben Webster [t s]; Jimmy Rowles [p]; Jim Hall (см.) [g]; Red Mitchell [b]; Frank Butler [fd].

The office phone rang just before closing. It was Ben Webster wanting to know if we could bring our equipment to the Renaissance that night and record him. His enthusiasm was hard to resist, and after a quick check with our engineer, Howard Holzer, I said yes.

The next few hours were involved with transporting and setting up our Ampex, mixing console, microphones, and monitor system. The Renais​sance, a small club on the Sunset Strip in Hollywood, was a relaxed place to play, but left a good deal to be desired for recording. Howard set up behind the bandstand, just three or four feet from the musicians, separated only by a thin curtain, unable to see them, but so close their sound made it next to impossible to hear the mix through his earphones. The bandstand was small; mike stands and cables were every​where; it seemed like utter confusion... until they started to play. Then, somehow, it all worked. The musicians felt like playing, Ben was in an expansive mood. The audience responded. And we were able to fix some of the music and the mood of the time and the place on tape.

Thinking back to that October night a dozen years ago, it amazes me to realize how much everything has changed. The Renaissance is no more, the Sunset Strip is changed, the music has changed, the mood of the audiences has changed, the musicians have dispersed. It would be almost impossible to bring those times back, or recreate the sounds on this recording.

Those days, before the war in Vietnam turned things around, before rock music and the new life style of the young generation, when black militancy was in its beginnings, before black musicians were deeply committed to the expression of blackness, seem, in retrospect, like the end of a musical era. It was almost the last time jazz musicians would be able to get together to "swing" and "hove a ball"—to enjoy themselves, and entertain an audience out for a relaxed evening and a good time.

Today even the word "jazz" is suspect, and the musicians with something to say play for listeners who come to hear the music, not to sit around and relax over a couple of drinks. The jazz club exists as a carry-over from the past, only because we have not yet found a way to bring the new musicians and their audiences together in a better way.

The world is certainly not a better place in 1972 than it was in 1960, but just as certainly we don't wont to go back in time. The new music offers new challenges, new excitement, new opportunities. But once in a while it's worth looking back and so this recording is a brief, affec​tionate return to another time and place. That's the way it was October 14, 1960....
Ben Webster, in 1960, had been living in Los Angeles for a few years, making recordings, playing in clubs, but not really getting anywhere, or even making any money. A warmly sentimental man (you can hear that in the sound of his horn), Ben was really in the area because he was devoted to his old aunt and his grandmother. They were not in good health, he worried constantly about them, and when they died, he moved on to New York, and then to Europe where he now lives, in Copenhagen. Ben wasn't really happy in Los Angeles except for the times, and they were not nearly as often as he wished, when he was playing with some of the superb musicians who understood him. I remember one afternoon shortly before he left Hollywood, Ben listened to the tape of "Georgia" in this album, and when it finished there were tears in his eyes. "Why can't I get to play with guys like that anymore?"

Jimmy Rowles got his start in music through Ben, and they were close friends for 20 years. A vastly underrated musician, Rowles seems to have played with everybody in the past 30 years: Benny Goodman, Lester Young, Charlie Parker, Woody Herman, Tommy Dorsey are just a few. Since 1951 he's been much in demand as a studio musician.

Jim Hall has gone on to become one of the handful of... 

 —  Lester Koenig, February 2, 1972

	Ben  WEBSTER
	Ben Webster & Associates
	1961
	44:39
	Ben Webster with: Coleman Hawkins, Roy Eldridge, Ray Brown, a. o.

	Ben  WEBSTER
	The Frog
	1956-62
	66:34
	Ben Webster with: Art Tatum, O. Peterson, Hank Jones, Harry Edison

	Ben  WEBSTER
	Ben And «Sweets» [H.S. Edison]
	1962
	40:00
	quintet

	Ben  WEBSTER
	Soulmates
	1963
	43:00
	Ben Webster & Joe Zawinul [p] with: Thad Jones [cornet]; R. Davis [b]; Philly J. Jones [d].

Notes by BILL EVANS к этому диску см. на него в J. Zawinul.

	Ben  WEBSTER
	See You At The Fair
	1964
	49:28
	Ben Webster with: Phil Woods, Richard Davis, Grady Tate, Thad Jones, Oliver Nelson, a. o.

	Ben  WEBSTER
	Gone With The Wind
	1965
	58:31
	Ben Webster with: Kenny Drew [p], N.O. Pedersen [b], A. Riel [d].

	Ben  WEBSTER
	The Jeep Is Jumping
	1965
	43:35
	sextet

	Ben  WEBSTER
	There Is No Greater Love
	1965
	39:06
	label: Black Lion

B.Webster [t s]; Kenny Drew [p]; N.-H. O. Pedersen [b]; Alex Riel [d].

	Ben  WEBSTER
	Stormy Weather
	1965
	55:45
	label: Black Lion

состав как выше

	Ben  WEBSTER
	Big Ben Time
	1967
	40:33
	quartet

	Ben  WEBSTER
	Live At The Haarlemse Jazzclub
	1972
	55:28
	label: Limetree / Cat

Ben Webster [t s]; Tete Montoliu [p]; Rob Langereis [b]; Tony Inzalaco [d].

	Dave  WECKL
	Master Plan
	1990
	48:25
	jazz-rock

with: Chick Corea (см.), M. Brecker (см.), Steve Gadd (см.), Anthony Jackson, E. Mariental, a. o.

Dave Weckl - барабанщик групп Chick’a Corea Akoustic Band и El. Band; см. тж. с: Steve Khan

	Dave  WECKL
	Heads Up
	1992
	48:58
	feat.: R. Brecker, J. Patitucci, E. Mariental...

	Dave  WECKL
	Hard-Wired
	1994
	49:40
	feat.: A. Jackson, J. Patitucci, Jay Oliver, a. o.

	Sanda WEIGL
	Gypsy Killer
	2002
	38:43
	label: Knitting Factory www.knittingfactory.com 

Sanda Weigl [v]; Anthony Coleman (см.) [p, organ, sampler]; Marc Ribot (см.) [g]; Glen Velez (см.) [hand perc]; Ted Reichman [accordion]; Roy Nathanson (см.) [s s]; Douglas Wieselman [cl, eb-cl]; Curtis Hasselbring [trb]; Brad Jones [b]; Alexander Fedoriouk [cimbalom]; Roberto Rodriguez [d, perc]; Jim Pugliese [perc]; Hans-Jorn Brandenburg [p, organ]; Noah Hoffeld [cello]; Alicia Svigals [vln]; Matt Darriau (см.) [kaval, gaida]; Briggan Krauss (см.) [a s]; Curtis Folkes [trb]; Basya Schechter [hand perc]; Ken Dunlap [el g].

All music traditional

Produced & arranged by Anthony Coleman

After escaping political persecution in East Berlin, Sanda Weigl came to New York with only her voice – establishing herself as the 'Downtown Gypsy Queen'. The debut album produced by Anthony Coleman features many downtown luminaries.

"When I was a little girl in my native town of Bucharest, the gypsies showed me how to to sing and how to live. And later in East Berlin when the state put me in jail ( a badge of honor for many artists) gypsy music kept me alive. When the jail door opened, I packed my bags and hit the road and followed the Trail of the Gypsies. It took me right to New York City where I met Anthony Coleman and the wonderful musicians who helped me create this album – giving my own voice to the ancient gypsy tunes and styles of the many countries I have passed through."

По богатству вокала и эмоций – диск непревзойдённый. С кем сравнить? – Если Пономарёва переключалась между цыганской песней и авангардом, то здесь фольклорный дух сохраняется постоянно, при том, что и музыка и вокал спродьюсированы такими пряными и обогащёнными 21-м веком, что этот CD никак уж не цыганщина, а чистой воды Knitting Factory. Очень рекомендуем; вы – удивитесь!

	Bugge WESSELTOFT
	Moving
	2001
	64:58
	Bugge WESSELTOFT – см. тж. WIBUTEE; тж. с Billy  COBHAM

acid-jazz

label: Jazzland Recordings (Norway) www.jazzlandrec.com 

рецензия к предыдущему (1998) диску

Bugge Wesseltoft's New Conception Of Jazz, «Sharing» (Jazzland Records), 1998
Проект норвежского клавишника и музыкального дизай​нера Баге Вессельтофта (Bugge Wesseltoft) «Новая джазовая концепция» (New Conception Of Jazz) был основан в 1996 году и преследовал как довольно претенциозную, так и, по большому счету, весьма плодотворную цель — перестать делать вид, что на свете не существует таких стилей, как «Ambient», «Drum'n'Bass», «House», не зарывать голову в пе​сок перед фактом их активного влияния на традиционные музыкальные жанры, в том числе и джаз, открыть глаза, и, как говорил герой одного известного фильма, организо​вать и возглавить давно идущий процесс постмодерного смешения и взаимовлияния самых, казалось бы разнород​ных, стилей. Будучи музыкальным дизайнером, или, как его называет западная критика, архитектором музыки, Вессельтофт подошел к новомодным кислотным наворотам как ремесленник, прекрасно умеющий общаться со всеми эти​ми «сэмплами».
В своей музыке он виртуозно мас​терит звуковой ландшафт, в кото​ром разыгрываются самые неве​роятные истории. Альбом 1998 го​да «Sharing» — это целый музы​кальный роман, после прослуши​вания которого очень хочется воскликнуть «Гениально!». Честное слово — для этого есть все основа​ния. Наконец-то отвязные внуки классической германской элек​тронной музыки (вспомним толь​ко «Tangerine Dream», «Kraftwerk», да и вообще школу Карла-Хайнца Штокхаузена в целом), вылезли, держась за руку Вессельтофта, из песочницы дискотек и танц-полов, сели за письменный стол и раскрыли серьезный том джазовой традиции, обнаружив с ней очень много родного и общего, прежде всего — в плане свободного импровизирования и самоимитаций. Музы​кант и сам признается, что «его завораживает возмож​ность создавать свободные ритмические элементы и мет​рически манипулировать звуковым пространством». Но Вессельтофт не просто пишет музыку. При помощи музыкальных средств он создает широкое событийное по​лотно, близкоев идейном плане французскому экзистен-циализму. С первых же тактов заглавной композиции ((All I Wanted Was To Make You) Feel Good...) слушатель оказыва​ется в некоем ироническом ментальном Зазеркалье, в ко​тором фантастические часы отбивают бесконечный час каких-то вечных суток. Тонкая, мерцающая ткань джаза используется Вессельтофтом для полного растворения всех формальных конструкций, на которые обычно опирается рациональное человеческое мышление. Слово в его руках подвергается изысканной деконструк​ции и превращается в элемент музыкальной аранжиров​ки. Оно, это слово, сопротивляется, выходя даже на пер​вый план (You Might Say...), но Вессельтофт упрямо и непреклонно редуцирует все формально-логические поту​ги «слова изреченного» к вольно сменяющимся кадрам непосредственной рефлексии. При этом самозабвенная джазовая необязательность вспарывается острыми лез​виями электронного ритма (Existence), отчего обычный импровизационный ряд начинает вдруг стремительно мультиплицироваться, отражаясь в самом себе. В итоге слушатель воочию (если можно так сказать по от​ношению к музыке) убеждается, что голая логика может быть и широка, но чрезвычайно мелко​водна. Она способна расти только количественно, превращаясь в от​чаянный пароходный гудок, в который и уходит весь ее идейный пар. Кульминацией же романа яв​ляется диалог скрипки и сердца скрипача, которое то замирает, то скачет безудержно, едва не срыва​ясь в пропасть отчаяния, в зависи​мости от того, в какие интонаци​онные дебри забредает скрипач. Этот дуэт — гениальная находка композитора, избавляющая, в ка​кой-то степени, кислотную музы​ку от ярлыка развлечений. К основному альбому в данном издании приложен «бонус-диск» с тремя композициями, самой инте​ресной из которых является завершающая «Tune Inn». Плотный, насыщенный и спокойный звук, линия на при​мирение и креативное сотрудничество электроники и джазовой импровизации играют роль своего рода эпилога ко всему роману.
Короче говоря, если мне вдруг попадется в руки следую​щий, недавно вышедший альбом Баге Вессельтофта (Bugge Wesseltoft. «Moving» (Emarcy Records)), то я не пропущу его!
-- "man's Music"

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

Sidsel Endresen [v]; Bugge Wesseltoft [k, perc].

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

	WEST COAST JIVE
	
	1945 - 46
	52:40
	label: Delmark, Apollo Series. (Chicago, IL), 1992.

Cee Pee Johnson -- #1, 5, 8, 12, 15, 18.

Duke Henderson -- #2, 14.

Al ‘Stomp’ Russell Trio -- #3, 10, 13.

Wynonie Harris -- #4, 7, 11.

Frank Haywood -- #6, 16.

Jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the ‘40s. This was Central Avenue’s heyday when club after club opened during the tremendous build up of war-time industries in California. Here’s an entertaining and always musically viable picture of West Coast Jive during its creative peak.

JIVE has been with us since jazz and blues were born.

It has been enjoyed by audiences right to the present day, although it's jazz association faded in the post-war years. Comedy songs, mugging, uninhibited movement on and off the bandstand helped bring in the crowds and got them to spend money satisfying the hard-eyed club owners. From Louis Armstrong and Bessie Smith, Lonnie Johnson and Victoria Spivey, Cab Galloway, Slim and Slam, Stuff Smith, the Nat King Cole Trio to blues men like Joe Turner, Wynonie Harris, Eddie Vinson and T-Bone Walker -- jive, blues and jazz worked hand in hand and enjoyed considerable popularity well into the forties (and in the hands of major artists like Louis Armstrong, Lionel Hampton and Louis Jordan, well beyond those years).

Central Avenue's nightlife began before World War I when Jelly Roll Morton, Bricktop and others entertained at the Cadillac Cafe on 6th Street. Composer Reb Spikes opened the Dreamland Cafe on 4th Street right after World War I. Curtis Mosby's Apex Club and later Club Alabam on 42nd and Central, were also part of the center of nightlife. However, one went all the way to Watts on Central Avenue to hear T-Bone Walker at the Last Word.

Central Avenue's heyday was the forties when club after club opened as full employment resulted during the tremendous buildup of war​time industries in California. Here is where Nat King Cole and his trio began their road to stardom and brought along in their wake, such talented trios as Al "Stomp" Russell's. Where Russell, Frank Haywood and Duke Henderson came from and what happened to them after the post-war slump of greatly diminished nightlife on the West Coast is unknown at present.

CEE PEE JOHNSON was a teenager in Dallas and the younger brother of veteran trombonist Bert Johnson. Bert's Sharps and Flats band was going on the road in 1933 so Bert took Cee Pee along as a front man. They barnstormed throughout the Southwest for the next two years, joining Ida Cox's show or Irvin C. Miller's Brown Skin Models.
Cee Fee's personality enabled him to take over an established combo and by 1936 he had become the first major star on Central Avenue and enjoyed considerable fame for the next ten years or more. His group appeared in several films including Topper and Tom, Dick and Harry and most of the best West Coast musicians including Marshall and Ernie Royal, Teddy Buckner, Jack McVea and others played in his bands. Cee Pee Johnson's sides feature plenty of Teddy Buckner's Armstrong-inspired trumpet playing, and good tenor work by Buddy Banks. On The "G" Man Got The "T" Man Johnson outlines the perils of the dope dealer, and has a fine time with Miss Jiveola Brown on which the group gets a groove going. Johnson was a frantic, zany performer whose work could never be clearly defined, and with the post​war slump and increasing unemployment, Johnson's career slowly faded away. He pas​sed away some years ago.

WYNONIE "MR. BLUES" HARRIS was a well liked singer and dancer in Omaha where he was born in 1913 and came to Los Angeles driving a car for the Munch auto dealers in 1936 like T-Bone Walker. By 1940 he was a legend along Central Avenue, his battles of the blues with T-Bone drawing turnaway crowds. Both men joined forces with big bands, Walker with Les Hite in 1940 and Harris with Lucky Millinder in 1944 with whom he had his first hit records. Wynonie's work is a joy to hear, his passion for the moment, his uninhibited expressions match​ing the obscene lyrics on Somebody Changed The Lock can only be visualized.
AL "STOMP" RUSSELL easily filled the void left by the constantly rising career of Nat King Cole. This is not to say he was Cole's equal, but that he was a good solid pianist with a smoothly integrated trio of guitar and bass and his work is worth listening to.
FRANK HAYWOOD, who is backed on two sides by the equally obscure pianist Monroe Tucker and an otherwise unidentified group, handled his blues with aplomb. His ability was better than average, and his success, however long it lasted, was due to the widespread and renewed popularity of the blues as carved out by Joe Turner, Eddie Vinson and T-Bone Walker. Nothing is known of Haywood's career or background.
DUKE HENDERSON was not big enough to make a national breakthrough, but well enough thought of to be recorded by Capitol, as well as Apollo, and he benefits from having very strong backing by Lucky Thompson and trumpeter Karl George, both with Count Basie's band at that moment.   Both Duke and Wynonie recorded enough material for Apollo so that they will each have their own full albums soon.
This is an entertaining and always musically viable picture of West Coast Jive during its creative peak.
--- Frank Driggs

	Mike  WESTBROOK
	Westbrook-Rossini
	1984
	72:27
	label: hat ART

Lindsay Cooper (см.) [sopranino sax], Peter Whyman [as], Kate Westbrook (см. c: Lindsay COOPER) [piccolo, tenor horn, voice],  Paul Nieman [tr], Andy Grappy [tuba], Mike Westbrook [p, tuba], Peter Fairclough [d]. 

  Аранжировки музыки итальянского оперного композитора XIX  века Gioacchino Rossini. И эти арранжировки соответствуют духу “Принцессы Брамбиллы” Гофмана.

  Anyone who has followed British composer / bandleader Mike Westbrook’s career for the past 15 or so years knows of the remarkable variety of musical styles and settings he has so deftly utilized. From expressionistic cabaret songs to electric jazz-rock boogaloos, lush tone poems to sizzling straightahead swing charts, his writing has been as uncategorizable as it is individual. But even those familiar with Westbrook’s penchant for diversity will be surprised by the music contained on this disc — and for the novice, well, sit back and prepare to be astounded. Echoes of New Orleans marching bands, melodramatic silent film scores, ‘free’ contrapuntal episodes, wry slightly drunken marches, humorous parodies, stately Italian aries, a near-tarantella with a boppish alto solo, an Arabian Nights snake-charmer routine, tuba solos traversing flatulent subterranean depths only to waft into lighter-than-air ethereal breezes, a pseudo-tango, and, as a finale, the Lone Ranger — incongruous seeming combinations, to be sure, but all find a home in the sometimes madcap, ofttimes mellifluous suite which Westbrook has penned from themes by the 19th century Italia opera composer Gioacchino Rossini. Despite its rather unlikely premise and almost willful multiplicity of styles, ‘Westbrook-Rossini’ is not merely a pastiche. Nor is it an academicre-ordering of operatic excerpts. Actually, it was never intended to be anything more than a short divertissement for a street theater entertainment. But let’s allow Westbrook himself to pick up the story: “[...] So we got the albums and a score, and poured over them, and found there was a lot of material — particularly in the overture, but also two or three other pieces — which leapt out, and suggested themselves to the sort of approach we’ve had over the years, which is basically jazz, but using other sources — unusual song forms, different from the typical jazz standards. So we assembled a band which was initially designed to play in the street, which accounts for the slightly unusual lineup; it’s sort of like a brass band really, I suppose, with two tubas, and percussion, trombone, tenor horn, and the two saxophones, with the rather unusual step of using the sopranino as lead instrument, which gives a particular character to the music.”  Somewhat like Rossini himself, the piece outgrew its modest origin, casually, accidently, almost magically. Westbrook relates, “This Lausanne project could have simply been a very enjoyable one-off, but I found it produces very interesting results when you try to arrange material for that sort of instrumentation — quite economical as it is, and the challenge is to make it sound like a much larger group, with more colors and all — and I found it refreshing to be working on somebody else’s material. Most of the time I’m writing original work, which I find very demanding and taxing, and it was a nice change to take Rossini’s music, the way you might take a jazz standard, say, and see what you might do with it. [...]”  There’s no doubt that the vocal aspect of Rossini’s music supplies an inherent lyricism to Westbrook’s adaption, but the basic appeal goes much deeper than that. “Kate and I did quite a lot of reading about Rossini’s life — he was quite a character, very popular, very highly regarded by the other musicians of his time, a gourmet, and a man who certainly lived life to the fullest — and when it came time to rehearse as a band we talked quite a lot about this, and I think it comes through in the playing. There’s a lot of humor, but there’s also a lot of very grand music, and a lot of very passionate music — and that’s something that comes right through, I think, to a jazz performer; there’s a great deal of feeling, and it’s very directly expressed. It’s something you can really get off on, instrumentally.”  Westbrook’s knowing transformation of Rossini’s themes gives everyone in the band their moment to shine — and more than a few of the moments are stunning, indeed. Keep in mind that this is not a collection of isolated episodes, but a considerable ensemble work as well, full of relaxed pastoral airs alternating with more tumultuous melees — a juxtaposition which has found favor in Westbrook’s writing as far back as ‘60s and ‘70s scores.  Typically, his arrangements set you up in what appear to be comfortable surroundings, then suddenly alter your sense of perspective with a swift shift of mood. As a composer and arranger of the first rank, Westbrook thrives on contrast and diversity; yet even given that, Westbrook-Rossini’s playful suggestions of Ellington, Anthony Braxton, and Charlie Chaplin could be considered surrealistic. Still, in the long run, it’s Rossini, it’s Westbrook, and the twain do meet. 

 — Art Lange

	Mike  WESTBROOK
	Off Abbey Road
	1990
	74:45
	label: enja

Kate Westbrook [v, tenor horn, piccolo], Phil Minton (см.) [v, tp], Brian  Godding [g], Mike Westbrook [p], Andy Grappy [tuba], Peter Fairclough [d], Peter Whyman [a s, cl], Alan Wakeman [bar s, s s]. 

Полная (все композиции) аранжировка альбома The Beatles «Abbey Road».

	Mike  WESTBROOK
	Bar Utopia (A Big Band Cabaret)
	1997
	67:24
	label: enja

Mike Westbrook Orchestra with vocalists: Kate Westbrook, John Winfield.

UTOPIA: From the Greek ‘ou’ (not) and ‘topos’ (place), i.e. NOWHERE.

	Mike  WESTBROOK
	The Orchestra of Smith's Academy
	1998
	73:33
	label: enja

Mike Westbrook [p, MD]; Kate Westbrook [v (#3,4,5)]; Dominique Pifarely [vln]; Anthony Kerr [vib]; Peter Whyman [a&s s, cl]; a.o.

	Mike  WESTBROOK
	The Ass
	2001
	66:52
	label: Jazzprint (England)

The Sicilian Band: Mike Westbrook [p, tuba, v]; Kate Westbrook [tenor horn, Sicilian friscalettu, bamboo fl, v]; Peter Whyman [cl, s/a s, v]; Lesia Melnyk [vln, mandolin, v]; Trevor Allan [accordion, cl, v];

Stephen Boxer as D. H. Lawrence.

"…The music for The Ass began to take shape when we came across the Sicilian friscalettu and heard, on a cassette of Sicilian folk music."

-- Kate and Mike Westbrook

	Randy  WESTON
	Portraits Of Thelonious Monk
	1989
	53:03
	Randy  WESTON -- победитель “DownBeat critics poll winners” в категории: Composer (1994).

Randy Weston [p]; Jamil Nasser [b]; Idris Muhammad [d]; Eric Asante [perc].

«Randy Weston -- original  pan-Africanist and  pan-Arabist  in jazz.»

Always Know was one of Thelonious Monk’s themes. And he knew. When people told Monk that his music was weird he always replied that it was logical. His predilection toward logic may have precipitated from the fact that he excelled in physics and math as a high school student. It may also account for the many enigmatic or paradoxical answers or responses that Monk gave when questioned. All jazz musicians are mathematicians unconsciously, was a favorite theory of Monk’s. Those who have studied his compositions have found them to be perfectly structured. Monk also knew that his music and its secret messages would remain an enigma long after its exposure to the world for years to come.

In the early to mid 1950’s Monk couldn’t work in the New York clubs because his cabaret card had been revoked for six years. “For three years”, Randy Weston recalls, “I used to pick Monk up in my car and bring him to Brooklin because in Brooklin we always had that community spirit. He couldn’t work but he never complained.” Monk just continued to write and play his music. In 1957, Monk was rediscovered as a major composer and musician and in 1964 he became the first Black jazz musician to make the front cover of Time Magazine.

Randy Weston, a Monk exponent, thought that the pianist just couldn’t play the first time he heard Monk. But Weston’s admiration for Coleman Hawkins, his idol, made Weston lend a more discerning ear to Monk’s offbeat playing. “Thelonious Monk was probably the most original pianist I ever heard. I first heard him play with Coleman Hawkins in the late ‘40s. They were playing on 52nd Street. Hawkins was my idol. He was the first man to play jazz on a tenor saxophone and he was so brilliant. Not only that but Hawkins always played with the young, advanced musicians. And, they were all great talents. So, that’s how I discovered Monk and ironically, the first song I heard him play was, Ruby, My Dear.”(Ruby, My Dear, a Monk composition, and a hauntingly beautiful ballad was inspired by Thelonious’ first love, Ruby Richardson, a dietician and his sister Marion’s best friend). Randy Weston proved to be a most loyal, engaging disciple of Monk’s. “I went to Monk’s house, asked him if I could visit him. He said ‘Yes’. I went by to see him, spent nine hours in his home. He didn’t speak at all, just sent vibrations like the great Sufi masters. And, he refused to answer any of my question.” Though perplexed by Monk, Randy would later learn in his travels to Africa that Monk’s way of communicating was the traditional African way of the elders and the ancient African ancestors. Although he notated all his compositions, Monk often refused to let even his sidemen see his sheet music, preferring to let them learn his tunes by playing them rather than reading them, which was also the African way, Randy would later discover. “When I got ready to leave, Monk invited me to come back again. About a month later, he played about three hours for me on the piano. When I heard him play I realized that this was the direction for me to go. That really opened my eyes.” This encounter allowed Randy to free up his own style and creativity. He suddenly realized that, with Monk, as he would recognize again later with Duke’s piano playing, there were no time or style barriers. “he made a heavy impact on me because he taught me perseverance. He taught me, also, no compromise —  never compromise your music. You see”, Randy observes, “these men are like great prophets. What the Creator has done is bring them to us bringing all these gifts of music and these gifts are like almost a place that has no boundaries. If you can, imagine a building that has no walls and no ceiling but yet, its a building. But its so vast and so expanding. So, they came and brought us all this music. And with all they gave we can take what they gave and go in our own direction.” Which is exactly what Randy Weston did becoming one of the music’s most valuable assets and most important composer/ musicians, as a modern pianist. Although Monk’s influence is easily recognizable, there is no question that Weston has developed his own audience. Following the tradition of all the great masters, he has taken the best of what he has learned from all his influences and melded them, to create fresh new music for our future generations. Though, Portraits of Monk, is a tribute to one of the world’s most revered composer/ pianists Weston does not attempt to imitate Monk. With  his musicians, Randy plays some of Monk’s compositions, Weston style. He combines the sounds and rhythms that he has gathered in his thirty years as a musician with the New- Orleans sound of Muhammad, a touch of Africa from Asante, and the deep, bluesy Memphis sound of Jamil Nasser. Together, in the Ferber Studio, they produced a bit of magic, all in a single day and with no prior rehearsal, no music sheets, just sheer joy! All of the funk, the beauty, the unexpected, and of course, the mystery that one would associate with Monk’s music is here. At the bottom of it all is the ever present blues. Deep! “The way I played these songs was spontaneous. We just decided we’d get together and play. We didn’t particularly do any arrangements. We just played the way we felt. I’m not copying Monk. What I’m trying to do is create a musical portrait of him, taking some of his compositions, using some of his riffs, some of his phrases. But, it’s a way of, through music, describing him. The songs I chose were chosen either because they had a particular history or because they were just songs that I heard growing up and loved. These are all songs that Monk wrote before I met him or during the time that I spent with him.” These songs also represent part of a time of great, great creativity in thee history of the music —  the 20’s to the 60’s when much of the most influential, greatest music in history was written and performed by the best!  — R. E. McNeill,  1989.

	Randy  WESTON
	The Healers     [David Murray & Randy Weston]
	1987
	43:41
	label: Black Saint

D.M. [t s, b cl]; R.W. [p] -- duet.

	Randy  WESTON
	The Spirits Of Our Ancestors
	1991
	62:12 44:24
	Randy Weston with: Benny Powell [trb, b trb]; Billy Harper [t s]; Dewey Redman (см.) [t s]; Idris Muhammad [d]; Dizzy Gillespie [tp]; Pharoah Sanders (см.) [t s, gaita]; Yassir Chadly [genbry, karkaba]; Alex Blake [b]

Randy Weston, “Spirits” master storyteller, has been unwinding this tale for over 35 years now. His never tiring listeners are in for the biggest treat of all. “Spirits” is the tale to end all other tales of how the music began and where it all comes from. “Spirits” is where you’ll find the real gems —  no cubic zirconias here —  from the cast of all-star musicians. This is an important and exciting reunion for arranger, Melba Liston, especially. On this recording she reconnects with composer/ pianist Randy Weston and with Dizzy Gillespie. “Spirits”, like “Portraits” (см.), plays homage to our musical predecessors. However, any further similarity is spare. Listeners are treated to yet another episode of rapture sans boring repetitiousness. Creativity flourishes on this recording like rain in a rain forest. While “Portraits” were dedicated tributes to specific mentors, “Spirits” pays homage to the global contributions of our Afrikan ancestors on whose shoulders we stand, no matter what we do or what we create. We have a debt that we owe because of those who came before us. “Spirits” also celebrates the universal magic of the musical language —  one that transcends race, color, nationality —  one that speaks to and is understood by the human spirit! “Spirits” acknowledges that through music we can truly become one, if only for a moment. Originally, “Spirits” was to be a culmination of Randy’s experiences culturally and musically, at least in part, in Morocco. And “Spirits” was partially supposed to be a collaboration with the Gnaoua musicians, the Black healers of Morocco brought there hundreds of years ago from Sub-Sahara Africa. Randy wanted to capture the authentic, traditional sounds and rhythms of the Gnaoua. He had lived with and learned from the masters of this traditional Moroccan group for more than 20 years, resulting in his being strongly influenced, as a composer, by the music of the Gnaoua. Although Weston fans will recognize the names, and/ or the rhythms to some or even most of the tunes, none of the songs on this recording have ever been heard or played like this. And the key here is Melba Liston’s fresh, unpredictable, piercing arrangements. She is able to achieve raw emotion and rare beauty, a powerful complement to the sheer force and flurry of Randy Weston’s compositions. Her arrangements challenged the best of these musicians to higher heights. For them it was no easy task. Sometimes, it was even frustrating as each tried, repeatedly, to play unfamiliar notes to perfection. Yet, the final outcome was worth the exhaustion. Each weary musician dragged himself out of the studio smiling and shaking his head in wonder at the genius of this woman. She had put them all to the test. And yet, they were grateful for the opportunity to purge themselves; to not only play good music, but great music! —      R. E. McNeill, 1991.

	Randy  WESTON
	Volcano Blues
	1993
	54:01
	Randy Weston with: Hamiet Bluiett (см.) [bar s], Wallace Roney [tp], Benny Powell [trb], Ted Dunbar [g], Charli Persip [d]; Johnny Copeland [v, ac g]; and oth.

Randy Weston, pianist/ composer, and Melba Liston, arranger, have decided to team up again after yet another successful collaboration on their last effort, “The Spirits of Our Ancestors” (см.). “Volcano Blues” is the current ambitious undertaking by the Weston/ Liston composer/ arranger team. It underscores an element in the music that Randy Weston speaks of whenever he is performing —  the blues!

When it comes to the basics, Randy prefers to stick to them like glue, whether it’s the basics of living or the basics of music. The blues is the basic foundation of our music, particularly the music we call jazz. Randy recognizes, as our Afrikan ancestor did, that God gave us the basics of everything, so that we may learn to appreciate and enjoy simplicity. He said, “The Blues is that wonderful music that is also the most simple and the most direct way that I can think of to communicate simplicity. I can’t think of any other music that can get a message across so clearly and directly. The blues is Afrika’s contribution to American music. It’s probably the most ancient music that has ever existed.” So basic is the blues to the foundation  of jazz music that Randy strongly suggests that learning to play it is a prerequisite to becoming a true jazz musician. “One of the first things we learned growing up in New York is that if you’re going to be a jazz musician, the first thing you better know is that you have to be able to play the blues. If you can’t play the blues, you can’t play jazz, because the blues is the essence of our music.”

What is the blues?

The blues is a music of raw emotion, of unsurpassed emotional depth. It’s a music you can feel down to the bone, to your very soul. It can wrench your gut, make you cry, laugh, and shiver, all at once. But it can bring release and strengthen you, too. Langston Hughes describes the blues in his First Book of Jazz, which he wrote in 1955. “The blues are almost always sad songs... but often there is something about the blues that makes people laugh (in the lyrics). In the blues, behind the sadness there is almost always laughter and strength. Perhaps it is these qualities, carried over from the blues into jazz, that makes people all over the world love this American music.” Another probable reason for its undying popularity is the fact that the blues experience is usually a common experience shared by many. It builds unbreakable bonds between the blues singer or instrumentalist and his or her listeners. The listeners’ response is most likely, “Yea, I know what you talking about. Say it again!” Perhaps that’s why lines are so often repeated, because of this call and response. The blues is a child pining for the love of its mother. Then there’s the “I ain’t got no money” blues; the “I ain’t got no job” blues; the “I lost my man or woman” blues; or the “I’m lonely” blues. A lot of folks can relate to these woes. For Randy Weston and Melba Liston, “Volcano Blues” represents the various types of blues that exsist. For example, this recording begins with a traditional American blues: “Blue Mood”. Randy wanted to start with a T-Bone classic song sung by Johnny Copeland, who is from Texas. Copeland is accompanied by a lone guitar which further enriches the authenticity of this blues song. Directly following is a blues from Afrika itself, “Chalabati”. Randy explains, “We wanted to go from the pure, raw blues of Afrikan-Americans to Afrika itself. And “Chalabati” represents the Gnaoua of Morocco, but it also represents that royalty that we have in Afrikan music. The arrangements that Melba did and the mood of this song reminds me of Afrika at its most majestic time.” Melba Liston’s mastery as an arranger shines on this Afrikan traditional blues. The rhythm of this song is light and playful, not heavy in comparison to its precedent. “Sad Beauty Blues”, written by Randy Weston in the 60’s, represents New York and its harsh reality lifestyle. “The Nafs”, another Randy composition, is a word used by the ancient Sufis to describe the negative forces. Melba’s use of call and response in her arrangements works well here. Hamiet Bluiett on baritone sax adds the right flavor to this composition. “Volcano” was written by Count Basie. Randy describes it as a kind of calypso, a Caribbean blues. It was played by Basie’s band in the 40’s. This is a cheerful, witty arrangements by Melba. “Harvard Blues” is a blues that Randy describes as a pure Count Basie. He first heard it in the early 40’s and had always loved it. Originally, it featured Jimmy Rushing with the Count Basie Orchestra and Don Byas was featured on tenor saxophone. On this tune it’s back to the basics featuring Johnny Copeland’s bluesy down home vocals.  ...   “Blues to Strayhorn” is a Randy Weston composition written for Billy Strayhorn, who was Duke Ellington’s assistant arranger or right hand man, as Randy puts it.  ...   Each song captures a different version of the blues according to the imagination and versatility of Randy Weston and Melba Liston. —  R. E. McNeill, 1993.

	Randy  WESTON
	Marrakech In The Cool Of The Evening
	1994
	70:13
	Randy Weston solo piano.          [rec. 1992]

	Randy  WESTON
	Janjah
	1995
	44:17
	Randy Weston with: Jon Faddis (см.); Al Grey [trb]; Billy Harper [t s, fl]; Ron Carter (см.) [b]; B. Johnson [t s, s s, cl]; and oth.

	Kenny  WHEELER

    
	Deer Wan
	1978
	43:50
	Kenny Wheeler -- см. тж. с: Klaus KONIG Orchestra; GLOBE UNITY SPECIAL; Dave  HOLLAND; Anthony BRAXTON; Rabih ABOU- KHALIL; The  TRIO; Barre  PHILLIPS;
label: ECM

Kenny Wheeler [tp, fl h], Jan Garbarek (см.) [sax-s], John Abercrombie (см.) [g, el-mandolin], D. Holland (см.) [b], Jack DeJohnette (см.) [d], Ralph Towner (см.) [g]. 

	Kenny  WHEELER
	Double, Double You
	1983
	49:23
	label: ECM

Kenny Wheeler [tp, fl h], Mike Brecker  (см.) [t s], J. Taylor [p], D. Holland (см.) [b], J. DeJohnette (см.) [d]

	Kenny  WHEELER
	Gigolo
	1986
	38:11
	label: ITM Records (Germany)

Tiziana Simona [v, words]; Kenny Wheeler [music, tp, fl h]; Jean-Jacques Avenel [b]; Giuseppina Runza [cello]; Nene Limafilho [d, perc].
Импровизационный джаз с вокалом.
->NEZHDALI

	Kenny  WHEELER
	Music For Large & Small Ensembles

[2 CD]
	1990
	49:47 54:42
	label: ECM

Kenny Wheeler  [fl h, tp], John  Abercrombie [g], John Taylor [p], Dave Holland [b], Peter Erskine [d], Norma Winstone [voc],  + tp-s, trb-s, sax-s.

	Kenny  WHEELER
	The Widow In The Window
	1990
	61:19
	label: ECM

Kenny Wheeler [fl h, tp], John  Abercrombie [g], John Taylor [p], Dave Holland [b], Peter  Erskine [d].

	Kenny  WHEELER
	Angel Song
	1997
	70:02
	label: ECM

Kenny Wheeler [fl h, tp]; Lee Konitz [a s]; Bill Frisell (см.) [el g]; Dave Holland [double bass].

Nicolette
    8:36

Present Past
12:07

Kind Folk
8:36

Unti
9:52

Angel Song
7:35

Onmo
5:50

Nonetheless
5:27

Past Present
7:04

Kind Of Gentle
4:42

All compositions by Kenny Wheeler

Recent evidence of divine intervention: the schedule conflict that prevented Jack DeJohnette from participating in the recording sessions for Angel Song. Probably the only percussionist with the sensitivity to earn a call for this all-star gathering in the first place, DeJohnette couldn't shake free of previous commitments, leaving trumpeter/flugelhomist/composer Kenny Wheeler and producer Manfred Eicher at a crossroads: look elsewhere or do the date drummerless. You can almost feel the supernatural forces which were at work — as if there are angels watching over jazz and its creators, who swoop down to conspire against the commonplace, nudging musicians in the direction of something just a wee bit different.

Angel Song would have been an entirely different endeavor had there been any drummer present. Everybody on board here subtly keeps time, shifting between floatation-tank rubatos and elegant waltzes with deceptive ease. But the magic goes deeper. These nine songs prove that strict meter need not rule, that the quality of musical interaction is as important as its velocity. Encouraged to look inward for the pulse, the four musicians attend to the needs of Wheeler's supple compositions, following the sort of internal logic that can be lost when the inspiration is chained to anything as absolute as a shuffle rhythm.

United in pursuit of this squishy, elusive mode of discourse, Wheeler and his perfect​ly appropriate conspirators — Bill Frisell (electric guitar), Dave Holland (bass), and Lee Konitz (alto saxophone) — extract moments of moving beauty from calm, contemplative waters. Wheeler's melodies are the point of entry: Some are nursery-rhyme simple, others more ambitious but no less forthright. All have the quality of prayer. They are offerings, real songs — not tunes, not vamps. Gloriously singable lines that stretch and soar and yearn. Compositions that dare to be beautiful before aspiring to challenge, that require something more from musicians than technical skill or blues-scale soul.

Because Wheeler wants his ideas to filter through, the surroundings are intention​ally spare, built around silences. Each pensive theme is framed like an art photograph, every riff given its own stark aura. The textures are straight from the ECM bible — tense, knotted dissonances, suspenseful pedal-point drones, majestic fjord-scaling intervallic leaps (check the one that opens "Nicolette"). But the results are far more intense than typical art-jazz: Wheeler treats the songs as extended dances, mixing solo statements, delicate duets, and improbable combinations of three and four melodists into a swirl of sketchy lines and counterlines. On "Present Past" and its mirror image "Past Present," Frisell, Wheeler, and Konitz each offer an interpretation of the main melody, changing inflection and gathering phrases into different group​ings. When they join together, these subtle alterations remain distinct, three simulta​neous views of the same secret. The solo elaborations are equally poised: Konitz darts and slithers through "Present Past" with serpentine skill, contributing lines that push toward the outer edges of harmony one minute, and evaporate into thin air the next.

Frisell, the mild-mannered anarchist, helps lead both Konitz and Wheeler right to the ledge, then slowly pulls them back to safety again. His pointillistic accompaniments — more well-chosen single notes than chords;— conjure powerful tension from the most benign sounds, while his improvisations locate the center of Wheeler's ruminative spirit. A master of understatement, Frisell thrives in the nuanced, shadowy atmospheres of "Kind Folk," "Una," and "Nicolette." Wheeler deserves credit for these luminous com​positions, and his playing embodies the open-ended musical ethic. But it is Frisell's invisible, enveloping touch — and the searching contributions it inspires — that gives Angel Song its gentle, wispy, breathtakingly fragile aura. 

—Tom Moon, Jazziz

	Kenny  WHEELER
	A Long Time Ago
	1998
	63:49
	label: ECM

A Long Time Ago Music for Brass Ensemble and Soloists

1
The Long Time Ago Suite
31:47

2
One Plus Three (Version 1)
2:19

3
Ballad For A Dead Child
5:56

4
Eight Plus Three / Alice My Dear 8:26

5
Going For Baroque
3:16

6
Gnu Suite
                9:20

7
One Plus Three (Version 2)
2:21

Kenny Wheeler, flugelhorn 

John Taylor, piano 

John Parricelli, guitar

Derek Watkins, trumpet

John Barclay, trumpet,

Henry Lowther, trumpet

Ian Hamer, trumpet

Pete Beachill, trombone

Mark Nightingale, trombone

Sarah Williams, bass trombone

Dave Stewart, bass trombone

(Richard Edwards replaces Pete Beachill

on "The Long Time Ago Suite”)

Tony Faulkner, conductor

Produced by Evan Parker

	Lily  WHITE
	Somewhere Between Truth & Fiction
	1994
	47:54
	label: Knitting Factory Works (NY)

Lily White [saxes]; Conrad Herwig (has recorded with Miles Davis, Tito Puente, Dave Leibman, a.o.) [trb]; Mark Feldman (has recorded with John Zorn, Tim Berne, Don Byron, Michael Formanek, a.o.) [vln]; David Phelps (played with Adam Holtzman  and Mona Lisa Overdrive, Jeff Hirshfield) [g]; Michael Jefry Stevens [p]; Chris Wood (is a part of Medeski, Martin & Wood trio) [b]; Mike Sarin (recorded with Dave Douglas, Thomas Chapin) [d].

Lily White is the sax player in Jimmy McGriff's band. Her debut as a band leader features many jazz idioms in a delighfully accessible presentation.

	Mark  WHITFIELD      
	7th Ave. Stroll
	1995
	66:06
	Down Beat 48th Annual Critics Poll: Guitar Of The Year (2000)
bebop
Mark Whitfield [g], Tommy Flanagan [p], Dave Holland [b], Al Foster [d]. 

	WIBUTEE
	Eight Domestic Challenges
	2002
	44:57
	acid jazz  (причём, весьма джазовый)

label: Jazzland Rec.

Hakon Kornstad [t/s s, fl, flutonet]; Per Zanussi [double bass, el bass]; Wetle Holte [d, perc]; Sternklang [electronics]; Gulleiv Wee [electronics].

Rec. in Oslo

1. Into Shapes

2. Vibhuti

3. Herbs & Heights

4/5. First There Was Jazz

6. Up And Away

7. Dubelec

8. Last Stroke
Норвежский эйсид-джаз типа Molvaer, но с саксом вместо трубы.

	WIBUTEE
	Newborn Thing
	2002
	53:39
	label: Jazzland Rec.

Produced by Bugge Wesseltoft (см. в ‘Acid’)

Wetle Holfe [d, perc]; Per Zanussi [double bass]; Hokon Kornstad [t s]; Live Maria Roggen [v]; Erlend Skomswoll [fender rhodes, synth, upright piano].

	Doug WIESELMAN – см.: KAMIKAZE GROUND CREW; John LURIE; SEX MOB; The NEW YORK COMPOSERS ORCHESTRA; MYLAB;
	
	
	
	

	The WILD MANS BAND – см.: Peter BROTZMANN
	
	
	
	

	Ernie  WILKINS  &  The  ALL STARS BAND
	K.A.L.E.I.D.O. D.U.K.E.
	1990
	56:18
	Исполняются произведения Ellington’a, + Hodges (#7), Strayhorn (#1, 5).

   E.W.[t s, arranger, conductor]; Joe Henderson [t s] (см.); Art Farmer [tp, fl h] (см.); Curtis Fuller [tr]; Grover Mitchell [tr]; Alvin Batiste [cl]; Marshall Royal [cl, a s]; Ronnie Cuber [bar s]; Frank Wess [fl, t s]; James Williams [p]; Jimmy Woode [b]; Charli Persip [d].

  A tenor and soprano saxophonist, Ernie Wilkins is above all known and recognized for his work as an arranger-composer, and as a music director. Ernie worked for numerous orchestras, including those of Count Basie, Tommy Dorsey, Dizzy Gillespie, Harry James, Buddy Rich, Oscar Peterson, Jimmy Cleveland, Quincy Jones...  Among many others, Sara Vaughan’s album “In The Land Of Hi-Fi”, that’s him. The same who composed and/or arranged “Sixteen Men Swinging”, “Every Day”, or “Flute Juice” for Count orchestra. With a Master’s in Swing, he is discreet father of the famous ‘Basie sound’, and his works are considerable. Most of the following paragraphs are taken from correspondence we exchanged when working on this project. “With all respect that I owe to the late Chief, Count Basie, I don’t want to be pinned down as ‘Ernie Wilkins, Count Basie’s arranger’. My job was to write the best arrangements in my way, to transcribe what I thought and felt as faithfully as possible, for and through the music. I write naturally, and if it takes me a week to write four bars, but in the end I get what I imagined, then that’s a good result.”  To compose these All Stars, Ernie, just like Ellington, was to choose each instrumentalist according to the sound-colours he needed to present his vision of Duke’s music.  “When I write a new composition or a new arrangement, I first hink about which instrumentalist I’m going to call on, like Ellington did. His orchestra was his instrument in the same way as his piano; he knew his musicians’ possibilities to perfection, their strengths and their weak points. So he could get the best out of all of them by writing compositions and arrangements according to the sound and capacities of each individual.”  So Ernie got in touch with each of the musicians he chose in order to tell them about the project, the rehearsals, the tour, and the recording which would be the outcome of it all. Everyone answered his call with enthusiasm. About the repertoire: “I want to take also tunes that are rarely played. Ellington and Strayhorn wrote so much that today a part of their repertoire is overshadowed. There’s so much sumptuous music that’s so little played, the public doesn’t know any of it!”  Ernie had the habit of talking to the public as if to a friend, delikately and with humor. His natural conviviality was tinged with the humility of greatness. His contribution to the music of the twentieth century deserves to be recognized.  “A musician should evolve constantly, otherwise he’s condemned to retire. If I live to be a hundred years old, I will still continue to learn. Music is an art that can only be conceived through apprenticeship.”

	Lena  WILLEMARK & Ale  MOLLER
	Nordan
	1994
	65:07
	Lena  WILLEMARK &  Ale  MOLLER – см. тж. с ENTELI и SUEDE – NORVEGE (в файле ‘Eurofolk’)
label: ECM

Ale Moller               mandola, natural flutes, folk-harp, shawm, cows-horn, hammered dulcimer, accordeon

Lena Willemark      vocal, fiddle

Palle Danielsson      double-bass

Mats Eden               drone-fiddle, kantele

Per Gudmundson     fiddle, Swedish bagpipes

Tina Johansson       percussion

Jonas Knutsson       saxophones, percussion

Bjorn Tollin             percussion

Music based on medieval ballads and folk songs, performed by musicians from the living Swedish tradition and from the world of improvisation. Lyrics selected and edited by Lena Willemark. Arrangements and additional compositions by Ale Moller.

	Andreas  WILLERS
	The Private Ear
	1990
	50:28
	free-jazz / free composition 

label: Sound Aspects

Andreas Willers [g, el perc, el b]; Louis Sclavis (см.) [Bb cl, bass cl, s s]; Gabriele Hasler [v];  + Martin Lillich [ac b, shaker]; Michael Clifton [cymbals]. 

	Tony  WILLIAMS  -- см.: ARCANA
	
	
	
	

	James  WILLIAMS  &  Emil  VIKLICKY
	Together
	1981
	
	LP

piano-duet; plays T. Monk, C. Porter, S. Romberg, J. Williams, E. Viklicky.

	Steve  WILLIAMSON
	Journey To Truth
	1994
	71:00
	free-jazz-funk / acid jazz / soul

label: Verve

Steve Williamson (см. тж. с: Graham Haynes) [t&s&a s, k, p]; Anthony Tidd [p]; Henry Jelany Defoe [g]; Dennis Rollins [tr]; Jason Rebello [rhodes]; Marc Cyril [b]; Sola Akingbola [perc]; Ahmir Khalib Thompson [d]; + vocals: Pamela Anderson, Noel McKoy, Jhelisa Anderson.

"Once you become aware of this force for unity, you can't ever forget it. It becomes part of everything you do... My goal in meditating on this through music, however, remains the same. And that is to uplift people, as much as I can." --- JOHN COLTRANE.

1. - 5. The Journey

6. - 10. The Pffat Factor

11. - 13. That Fuss

	Cassandra  WILSON 
	New AIR Feat. Cassandra Wilson: 

“Air Show №1”
	1986
	47:43
	Cassandra  WILSON -- победитель “DownBeat readers poll winners” в категории: Female Vocalist / Producer (1994/2000)
Readers Poll Winners (JAZZIZ): Female Voice 1996
Cassandra  WILSON - См. тж. с: Don BYRON; Bill FRISELL “The Sweetest Punch”;
label: Black Saint

with: Henry Threadgill (см.) [a&t s]; Fred Hopkins [b]; Pheeroan akLaff [perc]. 

	Cassandra  WILSON
	Point Of View
	1986
	42:45
	label: JMT

Cassandra Wilson with: Steve Coleman (см.) [a s, perc]; Grachan Moncur III [trb]; Jean-Paul Bourelly (см. в 'Blues') [g]; Lonnie Plaxico [b]; Mark Johnson (см.) [d].

	Cassandra  WILSON
	Days Aweigh
	1987
	42:01
	label: JMT

Cassandra Wilson with: Olu Dara [cornet, v]; Graham Haynes (см.) [tp]; Steve Coleman (см.) [a s]; Jean-Paul Bourelly [el g]; Rod Williams [p, k]; Kevin Bruce Harris [el&ac b]; Mark Johnson [d].

	Cassandra  WILSON
	Blue Skies
	1988
	51:07
	label: JMT

Cassandra Wilson with: Mulgrew Miller [p]; Lonnie Plaxico [ac b]; Terri Lyne Carrington [d].

performs standards by: Rodgers / Hammerstein, Johnny Burke, Rodgers / Hart, Kern / Mercer, Irving Berlin, etc.

	Cassandra  WILSON
	Jumpworld
	1990
	50:28
	label: JMT

Cassandra Wilson with: Rod Williams [p,k]; Kevin Bruce Harris [b]; Mark Johnson (см.) [d]; David Gilmore [g]; Steve Coleman (см.) [a s]; Robin Eubanks (см.) [trb]; Graham Haynes (см.) [tp]; Greg Osby [a s]; Gary Thomas [t s].

 To set the record straight for all time. Black people invented jazz and we continue to invent and re-invent the music. Jazz arose from the African genius of Black people. It was our response to use music to countervail oppression in America. 500 years of oppression designed to stamp out the human creative spirit make you a slave. So, for Black people the music and the making of it are forms of resistance and renewal. It is this synthesis which makes jazz essentially universal. In a global society built on exploration, jazz has become a multiracial, multicultural, multilingual, multinational expression of the human spirit’s tendency towards freedom. We move into a future where freedom is another dimension!

The music also is another way of thinking, looking at, and communicating the world. Kelvyn Bell of Kelvynator once said, «I’ve lost faith in the natural, so I've turned to the supernatural!»

And now, jump to Jumpworld. To escape the space-time dominion of the Grand System Masters, the outthoughtsman Darvis Joval has accessed another reality and wound up on Jumpworld which is a planetary dimension or a dimensional planet! Once there, it all came back to homeboy that it's up to him to start a one-man revolution bv using his cerebral powers to free the Freak Thinkers. Especially since the G-masters who are some cold motherfuckers, still hold in thrall Joval's beloved, Zo-ruun. Unknown to DarvisJoval, he is the shiftmover of long forgotten Freak Thinker legend, the one who will bring on Domination Switch. The end of the Grand System!

Thank God for the Black comic book imagination! However, that’s only in comic books. Cause we know that if it was that easy, somebody’d really be in trouble...

-- Bruce Lincoln

	Cassandra  WILSON
	Live
	1991
	69:08
	label: JMT

Kassandra Wilson with: James Weidman [p, k]; Kevin Bruce Harris [el b]; Mark Johnson [d].

	Cassandra  WILSON
	She Who Weeps
	1991
	40:40
	label: JMT

Kassandra Wilson with: Rod Williams [p]; Jean-Paul Bourelly (см.) [g]; Reggie Washington [b]; Mark Johnson (см.) [d].

	Cassandra  WILSON
	After The Begining Again
	1992
	42:04
	label: JMT

Cassandra Wilson with: James Weidman [p, k]; Kevin Bruce Harris [b]; Mark Johnson (см.) [d]; Jeff Komunyaka Haynes [perc].

	Cassandra  WILSON
	Dance To The Drums Again
	1992
	52:19
	label: DIW

C.W. [v, p]; J.-P. Bourelly (см. в 'Blues') [g]; K.B.Harris [b]; Rod Williams [k]; Mark Johnson (см.) [d]; Jeff Komunyaka Haynes [perc]

	Cassandra  WILSON
	COLEMAN, EUBANKS, OSBY, WILSON:

"Flashback On M-Base"
	1992
	59:08
	free jazz / funk
label: DIW

Kassandra Wilson with M-BASE COLLECTIVE: Steve Coleman (см.) [a s]; David Gilmore (см. Strata Institute, Lost Tribe, M-Base Collective) [g]; M. “Smitty” Smith [d]; R. Washington [b]; etc. 

 [с участием C. W.: 46:43]

	Cassandra  WILSON
	Blue Light ‘til Dawn
	1993
	56:13
	label: Blue Note
Состав варьируется.

	Cassandra  WILSON
	New Moon Daughter
	1995
	67:36
	label: Blue Note

	Cassandra  WILSON
	Song Book
	1995
	54:29
	label: JMT

Cassandra Wilson with musicians:  Mulgrew Miller [p]; Steve Coleman [a s]; Reggie Washington [b]; Kevin Bruce Harris [b]; Marc Johnson [d]; Marvin “Smitty” Smith [d, perc]; and oth.

authors:  Irving Berlin, C. Burwell, Miles Davis, Johnny Green, Jerome Kern / Johnny Mercer, Robert Wright / George Forrest, and oth. 

	Cassandra  WILSON
	Rendezvous
	1997
	49:00
	label: Blue Note

Cassandra Wilson with: Jacky Terranson [p, el p]; Lonnie Plaxico, Kenny Davis [b]; Mino Cinelu [perc].

  An intimate encounter between two gifted artists. Jacky Terranson and Cassandra Wilson break boundaries and invent new versions of timeless standards including “Tenessee Waltz”, “Old Devil Moon”, “Tea For Two” and many more.

Время композиций с вокалом = 37:33.

	Cassandra  WILSON
	Traveling Miles
	1999
	62:24
	label: Blue Note   www.bluenote.com 

Cassandra Wilson [v, ac g (#11)]; Steve Coleman (см.) [a s]; Regina Carter [vln]; Pat Metheny (см.) [classical g]; Dave Holland (см.) & Lonnie Plaxico [ac b];  Marvin Sewell [classical g, el g]; Doug Wamble [ac g]; Kevin Breit [greek bazouki, el g (e-bow), el mandolin]; Eric Lewis [p]; Stefon Harris [vib]; Mino Cinelu [perc]; Perry Wilson [d]; Cecilia Smith [marimba]; + guest vocalist: Angelique Kidjo.

Produced by Cassandra Wilson   www.jazztrance.com 

"Одна из ведущих джазовых вокалисток последнего десятилетия написала альбом, посвящённый Майлсу Дэвису. Посвящение получилось не вполне обычным: на диске присутствует всего три вещи авторства самого Майлса, причем изрядно переаранжиро​ванные и с текстами, сделанны​ми для них специально Кассандрой Уилсон. Ещё в альбоме есть пара пьес из постоянного репертуара великого трубача, но на​писанных не им, и, наконец, не​сколько композиций сочинения самой вокалистки.

Кассандра подошла к работе над проектом вполне по-дэвисовски: она капитально перера​ботала чужой материал и факти​чески превратила его в свой. И если, скажем, в альбоме-посвя​щении  Херби  Хэнкока "Gershwin's World" на первом месте находится, несомненно, сам Гершвин, то здесь "хозяйка" всего представления — Уилсон. 

Интересно, что как только в некоторых композициях музы​канты отставляют в сторону электроинструменты (особенно бас-гитару) и берут в руки аку​стические гитары и контрабас, моментально наружу прорыва​ется совсем другая энергия, да и Уилсон преображается — ее го​лос становится летящим и взво​лнованным. Характерный при​мер — "Never Broken" и "Piper", где звон гитар и бархатный во​кал переплетаются в нежное и страстное звуковое кружево." --- "Jazz Квадрат"

	Cassandra  WILSON
	Glamoured
	2003
	53:34
	enhanced CD (2 sessions)

label: Blue Note www.bluenote.com 

The original definition of glamour was an enchantment placed by a supernatural being on a human. Archaic usage was "to cast a glamour" over a person.

Because the fairies could use their "glamour" (enchantment) and could change form or put on the "feith fiadh" (cloak of concealment) at will, attempts were made to keep them appeased. Food was left out for them; the first drops of milk were put on the floor for them, and walls would receive a libation of the first drops of whiskey from a still.

	Michel WINTSCH
	Michel Wintsch, Martin Schutz, Gerry Hemingway
	1994
	47:43
	free jazz

label: Unit

Michel Wintsch [p, accordion], Martin Schutz [ac & el cello], Gerry Hemingway (см.) [d, marimba, vibes]

	Michel WINTSCH
	Waamat
	1994
	40:42
	label: Unit

M.Wintsch [p, accordion]; Martin Schutz [cello]; Hans Koch [s s, clar]; Espe [v]; J.G.Lennox [tp]; J.J.Pedretti [tr]; J.P.Schaller [b]; A.Brugger [d]. 

Martin Schütz – см. тж. с: X-COMMUNICATION; Hans KOCH; 

e-mail: schuetzdoshi-music@bluewin.ch 

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	Michel WINTSCH
	Whisperings
	2002
	53:19
	label: RecRec (Zurich) www.recrec.ch
www.wintsch.com02.com
rec. in Zurich, dec. 1999

Michel Wintsch [p, samples, k]; Fred Frith (см.) [g]; Bernard Trontin [d, perc]; Franziska Baumann [v, fl, electronics].

	WITCHES & DEWILS
	At The Empty Bottle
	2000
	41:45
	label: Knitting Factory (NY)  www.knittingfactory.com 

Ken Vandermark [reeds]; Mars Williams (см. тж. его проект LIQUID SOUL) [reeds]; Fred Lonberg-Holm [cello]; Jim Baker [k]; Kent Kessler [b]; Steve Hunt [d].

"Inspired by Albert Ayler's message but not limited to his methods, Witches and Devils takes free jazz to dizzying heights of complexity, drama, and exhileration." – Art Lange

1. Truth is Marching In (Albert Ayler) 12:05

2. Sax Duet / Piano Interlude (Witches and Devils) 7:36

3. Angels (Albert Ayler) 6:06

4. Bells (Albert Ayler) 15:56

In the 1960s saxophonist Albert Ayler took free jazz to unimaginable places, exploring combustible ensemble energy and finding new outlets for joyful noise in unheard-of parts of the tenor sax. By the time of his mysterious death in New York's East River in 1970, Ayler had left an indelible mark on the music and almost singlehandedly created the ener​gy-jazz sub-genre. Bored by the prevailing neoconservative diatribe, some of Chicago's most adventurous musicians are reawakening Ayler's radical slash-and-burn expressionism with a vengeance and a renewed sense of purpose.

Reed marvel Mars Williams, a saxophonist capable of Ayleresque wal​lops, pays homage to the pioneering figure in his Witches & Devils pro​ject. Taking its name from one of the many Ayler tunes it covers – in fact all the written material is Ayler – this band is at once saturated with '60s style intensity and completely up-to-date and engaged in today's musical concerns. Williams has developed a visual cueing system for breaking up the pieces and spontaneously arranging them, so they always have a strong internal logic and direction, in spite of the sometimes frenetic and unabashed character of the blowing. Intelligently, Williams also avoids the one overplayed Ayler piece, "Ghosts," opting for lesser-known num​bers like "Universal Indian" and "Truth Is Marching In." Ayler often worked in a two-horned front line with cohort Charles Tyler (who, inciden​tally, also recorded with the NRG Ensemble when Williams was on hiatus from that group), and he made important recordings with a group that included strings.

Witches & Devils utilizes the devastating horn team of Williams and Ken Vandermark (who plays tenor exclusively in this context). Cellist Fred Lonberg-Holm adds string textures to the group; he's a splendid soloist, well worth lending an ear to in this extroverted setting. Ayler's anthemic melodies and dense free blowing require a strong engine to make them run right – drummer Steve Hunt, with his combination of sensitivity and power, is well suited for the job. With pianist Jim Baker (also on electron​ics) and bassist Kent Kessler (subbing for regular member Harrison Bankhead), on this tremendous night of August 27, 1997 the chips were laid for some very serious sound. –  John Corbett, Chicago, March 2000

	WIZARDS OF OOZE
	Zambeezy
	1997
	69:48
	funky fusion : блестящие чудаковато-ироничные стилизации, с кошачьей утончённостью и точно вымеренной дозой гротеска.

label: Lipstick Records; e-mail: 73233.557@compuserve.com
Peter Revalk [guitars, hammond, wurlitzer, fender rhodes, v, perc]; Luk Michiels [basses, double bass, epiphone]; Bruno Meeus [d, perc]; Hugo Boogaerts [saxes, flutes]; Wim Tops [k, Sicilian 6-string, perc, vibes, mikeblowing]; Luk van Tilborgh [tp, bugle, trb, perc, vibes]; + vocals.

	Jah WOBBLE – см. в 'Alternative'
	
	
	
	

	Francis  WONG
	Pilgrimage
	1997
	56:24
	label: Music & Arts (USA)

“Wong... is among the great saxophonists of his generation... relates playing free jazz with freedom itself – in China, in Africa, wherever.” – San Francisco Examiner

Francis Wong [leader, t s, saxophone mouthpiece, shinobue, fl, violin]; Glenn Horiuchi (см. тж. Glenn Horiuchi с участием Francis Wong) [p, shamisen]; Elliot Humberto Kavee [multiple percussion, cello]; Royal Hartigan [multiple percussion].

	The WORD – см. John MEDESKI
	
	
	
	

	WORLD SAXOPHONE QUARTET
	Breath Of Life
	1994
	45:46
	label: Electra Nonesuch (Warner)

W.S.Q. is: Hamiet Bluiett (см.), Arthur Blythe (см.), Oliver Lake (см.), David Murray (см).

with: Donald Smith [p], Amina Claudine Myers [p, organ], Tarik Shah, Fred Hopkins [b], Ronnie Burrage, Gene Lake [d], Fontella Bass [voc].

mixed by Wayne Horvitz (см.)

	WORLD SAXOPHONE QUARTET
	Metamorphosis
	1991
	61:56
	label: Electra Nonesuch (Warner)

W.S.Q.:  Oliver Lake (см) [a&s s, fl]; David Murray (см) [t s, b cl]; Hamiet Bluiett (см) [bar s]; Arthur Blythe (см) [a s];  with AFRICAN DRUMS:  Mar Thiam [gmba, gabala, gum gum, rain stick, bgnn]; Chief Bey [asiko, signal drum, shakere]; Mar Gueye [limbe, m’beum m’beum, gring m’biss m’biss];  +  Melvin Gibbs [el b] (on 1, 2, 5).

	The Reggie WORKMAN Ensemble
	Synthesis
	1994
	63:25
	Reggie WORKMAN – см. тж. с: The JAZZ  COMPOSER’s  ORCHESRA
label: Leo

Oliver Lake (см.) [reeds]; Marilyn Crispell (см.) [p]; Reggie Workman [b]; Anrew Cyrille [d].

A NOTE TO THE LISTENER

With this CD we share with you a boundless musical experience; we appeal to your imagination, your foresight, and we hope you will be encouraged to look beyond the apparent resolutions herein for inferences unique unto yourself. . . ABOVE ALL, ENJOY

Reggie Workman
1. Jus’ Ole Mae

2. Ogun’s Ardor

3. Martyrs Hymn

4. Eartly Garden

5. Chant

6. Synaps II

7. Fabula

All compositions by R.W. except ‘Chant’ by Marilyn Crispell.

	Bernie WORRELL

     
	The Other Side
	1993
	50:32
	Bernie WORRELL -- см. тж. с: Laswell -- “Praxis”,  “The Last Poets”;  Jah Wobble -- “Heaven & Earth”; John Zorn; Talking Heads; Aiyb DIENG; Marisa MONTE (в секции ‘Latina’); MATERIAL; O.G. FUNK; James 'Blood' ULMER; PARLIAMENT; Manu DIBANGO;

label: CMP

B. Worrell [hammond B-3, clavinet and oth. k];   featuring: Bill Laswell, Marty Ehrlich (см.) [b cl], Amina Claudine Myers [hammond], Vincent Chancey [french horn], Fred Wesley [tr], Buckethead (см. в ‘Alternative’) [g]; Janet Grice [bassoon], Patience Higgins [cl].

   “Bernie Worrell is a genius.” — David Byrne

   “He heads straight for the core emotions all musics share, bringing out the funk wherever he goes.” — ‘Boston Phoenix’

   As a founding member of Parliament / Funkadelic, Bernie Worrell is an original funkateer. In addition to the more than 50 albums Worrell recorded with P-Funk, he has recorded with Keith Richards, the Talking Heads, the Pretenders, and dozens of others.

   Bernie Worrell is the once and future child prodigy — prodigious in his mastery of all things harmonic, melodic, rhythmic, and textural; a grown man with essential wiseness yet still able to perceive and act with the purity of a wide-open child who hasn’t fallen prey to preconceptions. This combination of technical brilliance with intuitive open-ness reveals another aspect of his genius: in the midst of an amazing intellectual scope in his understanding and creation of music is a visceral and overly physical sensuousness that permeates his art. Predecessors such as Beethoven and Monk exhibit the same mastery at creating intervals and note clusters within melodies that sound disarmingly natural yet come only from rare psyches: unique, powerful, quintessential individuals with a lot in and on their minds. Keyboard players in so-called classical, jazz and funk idioms imitate the idiosyncratic themes, licks, and riffs created by these masters — which have become universally-adopted standards, norms, and requisite motions — but cannot create fresh ones the way the originators do each and every time they do their magic. 

  This album is called ‘The Other Side’ because it is a purposeful collaboration between old friends and colleagues Bernie Worrell and Bill Laswell to explore paths not taken in the course of careers in based in radical innovation, ripping sonic envelopes, and slamming grooves. Worrell in particular is a classically-trained orchestrator and spontaneous creator of fugues whose unique talents demanded a careful project to highlight these gifts. Poet Umar Bin Hassan, emotional pivot of the Last Poets (см.), seamlessly lends words to the delicate blasphemy of Worrell’s music during ‘Set The Tone / Victory’ (#2), augmented by the power and ethereality of fellow organist Amina Claudine Myers, who taps from springs deep in the mystical history of African Gospel in the diaspora. This triumvirate of wise elders, who express the senseless passions and beautiful tragedies of life as a matter of course — an unfortunate rarity in these days of programmed R&B, scholastic jazz, and intellectual poseurs that dominate contemporary black music — create something truly arresting in their meeting, a climactic peak in an emotionally- charged space. Spirituality in the sincerity at, abandon to, and embrace of the flow of life, sorrow, love, pain, joy, and death brings transcendent perspective to all proceedings and fills each note with its own pleasure and scandal. It is absurd to speculate as to how corny and hoky this  album would be if centered around anyone else, but if listeners can open the ports of entry only slightly they will be infiltrated by the power of rich, tasteful, fecund, nasty, and priceless Woo as only Bernie Worrell can create it.  ‘Pieces of Woo’ is a virtual textbook of Warrell’s brilliance, highlighted in an ideosyncratic series of challenging and enlightening contexts. And only as a way-deep fan of all things ‘delic can ecstaticate over it: 

  Texture, a wicked wink of an eye — a fearful earful playfulmenagerie menage a trois — a playingfikled in doojersey. Reflective — perspective — decoderation unlocking the pupils of our minds. Touch-sensitive direction erections projected onto the keyboard, triggered by our imaginations, wayward tones of cosmic and earth alike, infused — next stop: the Blacklight Zone... Hendrixia guitars echoing through-out the entire expance of the Universe — Rainbows flashing in the mind’s sky — Records of old — warped or disguised, impaired by their speech — struggling to relay a message to me — The words I cannot decipher, but the overgrown musical prowess of the Autofuk Suggestion fills me up — lays me out cold — For I have seen the visible Sound — and I spoke. I have had my first communion with SOULfuric Otherside — It is known unto me as... Vibe’ssence.

	Bernie WORRELL
	Blacktronic Science
	1993
	55:57
	label: Gramavision (Rhino)

Produced and Arranged by Bill Laswell (см.) and Bernie Worrell. Engineered by Robert Musso.

Bernie Worrell [synth, clavinet, Hammond B-3, harpsicord, Mini Moog, melodica, el p]; Bill Laswell [samples, loops, beats]; Tony Williams [d]; George Clinton [v]; Bootsy Collins [g, v]; Maceo Parker [a s]; Fred Wesley [trb]; Aiyb Dieng (см.) [chatan; cowbells]; Sly Dunbar [drum loop].

Material Strings – arranged by Bernie Worrell. Conducted by Karl Berger.

Blacktronic Science

"Sonic designs and freakish essays, reports and manifestoes from the nether regions of the modern Afrikan American music/science/speculative fiction universe. Post-political altered states, cyberpunkish, cybergnostic, by turns filthy, sensuous, visionary and altogether beyond compromise. A grand movement of scientific, technical and freestyle musical knowledge. The perception of an intimate state of matter, a series of procedures signaling the decay of visible markers, the loss of sensible referents and the disintegration of various standards.

...too much contents for the price..." --- Bill Laswell
1.
Revelation In Black Light (2:24)

2.
Flex (6:03)

3.
Time Was (Events in the Elsewhere) (7:20)

4.
Blood Secrets (6:47)

5.
Dissinfordollars (6:30)

6.
The Vision (8:03)

7.
Won't Go Away (5:56)

8.
X-Factor (11:51)

9.
Disappearance (Life after Life) (0:51)

	Bernie WORRELL
	Free Agent – A Spaced Odyssey
	1997
	53:24
	funk-fusion

label: Polystar Records

B.W. with: Bill Laswell (см.) [b]; Buckethead (см. в секции ‘Alternative’) [g]; Aiyb Dieng (см.) [perc].

1. Hope Is Here - 6:03

2. Afro Futurism (Phazed One) - 16:24

3. In Pursuit - 9:12

4. Woo Awakens, The Wizard Cometh - 10:57

5. Re-Enter Black Light (Entersection) - 6:21

6. Warriors Off To Woo - 4:17

	X-COMMUNICATION
	Mass - X-Communication
	1991
	71:51
	label: FMP

J.A. "Dino" Deane [tb, electronics], Shelley Hirsch (см. тж. в 'Alternative') [vocs], Jason Hwang [vln], Hans "Hausi" Koch (см.) [reeds], Paul "Paule" Lovens [d, perc], Lawrence D. "Butch" Morris (см.) [cornet], Hans Reichel (см.) [g, daxophone, cello], Martin Schutz (см.) [cello].

Mass-X-Communication - part 1: "two of many" [42'59"]; part 2: "more of many" [26'52"].

A loose shutter squeaking in the wind, a cat mewling the lovesick blues, the lid dropping off a garbage can. 

In 1987, when L. “Butch” Morris met M. Schutz and H. Koch in New York, all parties could look back on many years of experience with different forms of group improvisation —  a condition that boded well for a joint project. Morris, happily, is not the kind of jazzman who jealously guards the territory. As he says, “The geographic exchange of musics... has enriched this community and keeps it steadfast in its mission to express the moment.”  ... Voice, saxophone and trombone gradually materialize in hard outline and clamour for attention. A long-sustained guitar drone wedges itself beneath them, and cranks the ebullient company up a notch or two to — where?... Saxophone and voice toss minimalistic, staccato-accentuated phrases back and forth, then hold their breath as a haunted cornet line rises in an “Ascenseur pour l’Echafaut” mood, moving even the hard-boiled trombone to grunts of approval...    X-Communication in its 1990 incarnation seems to have reached a degree of mutual understanding that allows each musician more room to move. That’s to say, few sacrificies need be made to any streamlined collective identity. The group is strong enough to support almost all aspects of the players’ creativity.   Shelley Hirsch’s near-acrobatic vocal abilities enable her to react instantly to any ideas or atmospheric suggestions her surroundings have to offer, and to take on, chameleon-like, virtually every imaginable tone colour. She possesses the sensitivity and style, moreover, to move with equal fluency as verbal communicator. The combination of “instant composition” and “instant poetry” (in English or in spontaneously invented mock-languages), the occasional country and western song, and her strong stage presence make her the group’s natural focal point, a spell-binding performer.  ... a little jazzy interlude, then cut to an oriental scene, a geisha’s dream over sparse guitar-as-ersatz-koto... impatient even in repose, the dreaming geisha floats off among turbulent, bubbling clouds...Bom de bom bom. De bombom. Hans Reichel, temporarity posessed by the spirit of Bo Diddley, brings down the house. Lovens rocks out, sort of. Saxophone and voice zig zag madly through the falling masonry...Gradually, the energy-level subsides. A whirlwind tour of mutant-ethno border discotheques, a last raucous reed eruption, and then a winding-down, to the acconpaniment of a slightly-sweked lullaby. It’s a breathing space. It won’t last long... Time to move. Into: an atomized latin groove anchored by sustained cornet and voice, a folk song, blues reminiscences, Hendrixian guitar, yodels, a jungle’s worth of fauna, sci-fi weirdnesses... the sound of surprise, anyone?
Martin Schütz – см. тж. с: Hans KOCH; Michel WINTSCH;

e-mail: schuetzdoshi-music@bluewin.ch 

Martin Schütz: Born 1954, lives in Biel, Switzerland; electric and acoustic cello, sampling, electronics. 

Martin Schütz is a cellist and electronic musician, improvisor and composer. He has been a figure on the european scene of improvised music since the late 1980s and has played with a large variety musicians from Europe, USA and elsewhere. 

He has been a regular collaborator with Lawrence Butch Morris, worked in trios with Barre Phillips and Hans Burgener and with Stephan Witter and Paul Lovens but has perhaps become best known for his membership of the Swiss trio "Koch-Schütz-Studer" and its "Hardcore Chambermusic". The three musicians have been working together since 1990. Characteristics of their music are hard contrasts, even contradictions. Sequenced sounds from various unrecognisable sources and the use of live-electronics create dense walls of sound which are contrasted with completely acoustic, minimalistic-ambient improvisations. Analogue ("played") and digital ("programmed") beats are juxtaposed against free "outer-limits" - improvisations. In addition to working as a trio, the group has collaborated with traditional musicians with quite different non-western musical backgrounds: with the El Nil Troop from Egypt to record Heavy Cairo traffic, and with Cuban musicians to record Fidel. In 1998 the trio started a new group called "Roots&Wires" with New-York-DJs I-Sound and M.Singe. 

Martin Schütz also works regularly with music in other media. He has a long working relationship with theatre director Christoph Marthaler, having collaborated with him in 1994 at the Schauspielhaus Hamburg and in 1996/97 at the Volksbühne in Berlin. He has composed and produced music for the Tanzwerk Nürnberg and Neumarktheater, Zurich and his work for film and video includes Peter Lüthi's computer animation Clowntown (1994), and for two films by Peter Liechti: Grimsel, ein Augenschein (1990) and the feature film Martha's Garten (1997).

	XHOL
	Hau-RUK
	1971
	67:00
	psychedelic jazz

label: Ohr, 1971 / Garden of Delights, 2002 (licensed fromVenus Records [Germany])

Tim Belbe [t s, g]; Klaus Briest [b]; Skip Rogers [double-bass kit, cymbals, gong]; Octa Brazern [Hammond].

rec. 1970 in Gottingen.

	Yosuke  YAMASHITA
	It Don’t Mean A Thing
	1984
	60:04
	free-jazz.

label: DIW

Y.Y. [piano (solo)] (см. тж. с: UNITED FUTURE ORGANIZATION (в 'Acid')). 

Исполняются композиции авторов: T. Monk, D. Ellington, H. Hawes, R. Rodgers / L. Hart, G. Woode, и собственные.

Y. Y. – гениальный импровизатор, супер-энергичный музыкант и блестящий инструменталист.

	Yosuke  YAMASHITA
	Dazzling Days
	1993
	50:59
	neobop / free jazz
label: JamRice (Verve)

Yosuke Yamashita New York Trio: Yosuke Yamashita [p], Cecil McBee [b], Pheeroan akLaff [d], with Joe Lovano (см) [ts] on 3 tracks.

	Yosuke  YAMASHITA
	Asian Games
	1993
	35:28
	label: Verve / JamRice Music

Y.Y. [p, k]; Bill Laswell (см) [producer, b, prepared b, sitar]; Nicky Skopelitis [Fairlight]; Aiyb Dieng (см) [congas, gongs, tambourine, spring, cymbals]; Ryuichi Sakamoto (см) [k]; Robert Musso (см) [recording and mixing engineer].

Melting Pot ........................................................ 7’ 13’’

Chasin’ The Air ................................................. 4’ 42’’

Asian Games ....................................................... 6’ 50’’

Ninja Drive ......................................................... 7’ 46’’

Napping On The Bamboo .................................. 5’ 45’’

A Parade Of Rain, The Moon And A Bride ..... 2’ 41’’

YOSUKE YAMASHITA, BILL LASWELL & RYUICHI SAKAMOTO

Ryuichi Sakamoto served as the medium to bring together Yosuke Yamashita and Bill Laswell to create a modern and intellectual album entitled "Asian Games" -- a first of its kind in electric and beat music performance.

Yosuke Yamashita is a jazz pianist known for his unprecedented percussive piano touch, within this flexible performance combining rhythm and tempo with a unique sense of drive. It is this duality which commands Yamashita's encounters with music -- of any genre -- and which creates a sense of energy with smooth and stimulating effects. This is clearly illustrated in his sessions with Japanese music, the Japanese drum or ethnic music, wherein Yamashita shines brilliantly. Although it is often difficult to harmonize such different styles of music to create a good sound, Yamashita excels at such difficulties and has had outstanding sessions with musicians of every class. He is a jazz experience that goes beyond every conventional framework of music.

This recording was  Yamashita's first experience in performing computer music using digital sampling systems and was a major challenge for Yamashita who has been particular about acoustic piano performances. Another interesting part of this project was that Bill Laswell asked to participate on the album as producer. Bill had been a long-time fan of Yamashita's music and also leads the punk jazz-hand, "Last Exit", known for its loud sound and craziness. The exchange with numerous new wave, jazz and ethnic musicians has allowed various elements to be reflected effectively in the "materials" which serve as the base of Bill's quest to create an experimental but metropolitan style of sound. Bill has also produced albums for various musicians such as Herbie Hancock for "Future Shock" which won a Grammy, Mick Jagger, John Lydon and other pop and rock artists. From avant-garde to pop, Bill Laswell creates a synthesis of modernism and culture, and he is thus the ideal producer for this project.

The fact that Ryuichi Sakamoto supported this project was another reason that Yamashita was able to pursue such a new and different direction. [...] Yamashita – with his ‘allergy’ to electric instruments – would feel at ease.

Ambient Asian sound coupled with Japanese jazz; a mixture of sound collages; urban sound created through Yamashita's encounter with superb artists such as Bill Laswell and Ryuichi Sakamoto bridging New York and Tokyo: these are the elements which shape Yamashita's contemporary world of music.

	Yosuke  YAMASHITA
	Ways Of Time
	1994
	52:02
	label: JamRice

Yosuke Yamashita [p]; Cecil McBee [b]; Pheeroan akLaff [d]; Joe Lovano (см)[t s (#1,5,6)]; Tim Berne (см) [a&bar s (#2,5,8)].

	Yosuke  YAMASHITA
	Spider
	1995
	49:26
	label: Verve

Yosuke Yamashita [p]; Cecil McBee [b]; Pheeroan akLaff [d].

	Yosuke  YAMASHITA
	Canvas In Quiet
	1996
	47:01
	label: JamRice

Yosuke Yamashita – solo piano

This album is personally dedicated to the painter, Morio Matsui, who has been a friend of Yosuke Yamashita since 1965, and will have a great exposition at ‘Musee Fesch’ in Ajaccio, Corsica, from January to March 1997.

  «You drop in by chance to a gallery in Shinjuku. You encounter a painting which makes a tremendous impact on you. You decide to call the artist at his lodgings, you hit it off, and spend the whole night talking of each other's dreams. This has happened once in my lifetime -- in 1965, more than thirty years ago. The artist, Morio Matsui, moved to Paris a year later. Ever since then he has never belonged to one group of painters. Sustained only by a mere belief in himself, he has constantly worked to secure a personal focus, a solid result. The fact that he was even granted the privilege of paying his taxes with his paintings -- like Pablo Picasso once did -- says a lot about how the French government regarded him. To commemorate the 30th anniversary of his residence in France, he was to be given an exhibition at a national museum in 1997. It’s got to be The Louvre, said Matsui: but there was no precedent in The Louvre for such an exhibition, aside from that for Picasso's 90th birthday. Instead he was placed in Musee Fesch, the next most important museum in France. In preparation for the exhibition, Matsui went down to Corsica several times. Inspired by the location, including a definitive element to a painter -- the Mediterranean light, Matsui has determined to live the rest of his life there. Over a year ago, I decided to record a solo piano album in homage to Mono Matsui and his works. And I set out to create the album without knowing that the artist's move had taken place. In order to comprehend where he stands now, I thought, I must know Corsica itself. When Matsui himself suggested that I visit Corsica, I realized that I should record this album there. On my first trip to Corsica, to check out the instrument and the recording location, Matsui took me to a hill in Calvi, overlooking the sea. It was the site of his house and a yet-to-be-built atelier. Here, he spoke with the same passion he had felt 30 years ago, about this new dawn of his Corsican days and his future dreams. We watched the ocean, met with his Corsican friends, wined and dined at a small local restaurant and heard a number of local songs. In addition to all this, there was a piano contest held in my hotel between myself and Jacques Loussier. This was a test, set up by the local people, Matsui says, to measure my calibre and judge whether they could offer me the recording location of the Theatre Municipal De Bastia. I am not sure if this is true or not.

Anyway, after this stay, I realized that a number of haunting Corsican melodies were running through my head. They are played here, along with my original songs.

If it turns out to be a collection of small, approachable piano pieces, then it is an old dream of mine come true. I have always been able to get some musical result through the moment-to-moment inspiration of Mono Matsui, But for my contact with him, thirty years earlier, these notes couldn't have been here either.»

-- Yosuke Yamashita

	Yosuke  YAMASHITA
	Canvas In Vigor
	1996
	59:36
	YOSUKE YAMASHITA NEW YORK TRIO: Y.Y. [p]; Cecil McBee [b]; Pheeroan akLaff [d]; + Ravi Coltrane [t&s s].

  Йамашита создаёт музыку для эстетов. Вместо виртуозничания он использует скуповатую манеру исполнения, которая только и способна не заслонить тончайшие нюансы настроений.

	Yuri YAREMTCHUK
	ТРИ "О" и Юрий Яремчук:

«Был ли Ленин во Львове?»
	1997
	63:13
	Yuri YAREMCHUK – см. тж. с: CLOSED MOUNTAINS; SAX-MAFIA;
label: Pentagramma, 1999.  Rec. 1997. 

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

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

	Yuri YAREMTCHUK
	Contrasts
	1999
	64:31
	avant-jazz 

label: Pentagramma  e-mail: letov@jazz.ru  http://www.screen.ru/letov 

Yuri Yaremchuk [cl, bass cl, s s, perc]; Natalka Polovinka [v (#2-4)]; Vadim Ustimenko [b (#1)]; Roman Ross [vln (#5-10)]; Andrej Nadolski [d (#5-10)].

1. Landscape I

2. Dialogue

3. Lullaby 

4. Birth

5. Landscape II

6. 8 Conditions

7. Landscape III 

8. Structure I

9. Landscape IV

10. Structure II

	Yuri YAREMTCHUK
	Duets
	2001
	61:56
	label: Landy Star

YURI YAREMTCHUK – soprano and tenor saxes, bass clarinet, percussion

SERGUEI LETOV (см.) – soprano and baritone saxes
JEAN QUILLIVIC – soprano, alto and tenor saxes
VADIM USTIMENKO – bass

CHRISTOPHE ROCHER – bass clarinet

NATALKA POLOVINKA – vocal

1. KUKU

2. OCEAN

3. FREE MOTION

4. CONSTRUCTION

5. LIPS AND WITHOUT LIPS

6. LANDSCAPE

7. DIALOGUE

8. BIRTH

9. LULLABY 

10. HOW LENIN BEEN IN THE CITY OF LVIV ?

MUSIC BY YURI YAREMTCHUK
Новая работа львовского мультиинструменталиста и композитора Юрия Яремчука нуждается в ряде предварительных замечаний. Проект «Дуэты» -- это уже второй компакт-диск, изданный лейблом «JazzLand» московской фирмы «Landy Star» с участием Яремчука, но, в сущности это первый, официально изданный авторский альбом музыканта. Здесь в полной мере отразились сегодняшние музыкальные приоритеты музыканта – всё большее увлечение жёсткими структурами, с отдельными вкраплениями импровизационных эпизодов. Это сближает его сегодняшние поиски с новой академической музыкой, с творчеством таких мэтров, как Джон Кейдж, Пьер Булез и Карлхайнц Штокхаузен. На смену экспрессивному энергетическому выплеску звукового потока в музыку Яремчука всё чаще приходят звуковые пустоты, паузы, а открытые звуки саксофонов становятся сонорными, звучащими как бы сфумато, где каждый отдельно взятый звук становится драгоценен сам по себе. Диск представляет десять дуэтов с пятью различными музыкантами из разных стран, возникшие в разное время. Первые четыре дуэта записаны в 2000-м году с бретонским саксофонистом Жаном Кивиликом, уже известным нам по предыдущему диску той же фирмы, проекту «Закрытые горы» («Closed Mountains»). Следующая композиция "Lips and without lips" представляет дуэт с другим участником проекта «Закрытые горы», бас кларнетистом Христофом Роше. «Пейзаж» -- пьеса, записанная с участием давнего партнёра Юрия Яремчука, бывшего львовянина, а ныне живущего в Польше контрабасиста Вадима Устименко. Следующие три композиции – это дуэты с замечательной львовской певицей и актрисой Наталкой Половинкой. Уникальная вокалистка регулярно выступает с Юрием Яремчуком в последних его проектах, которые знакомы и московской публике. Во львовском театре идёт целый спектакль "HOMO LUDENS", где актёры Наталка Половинка и Юрий Яремчук выступают в главной роли, хотя в этом случае у Юрия роль скорее аккомпанирующая. Дуэт «А был ли Ленин во Львове?» записан с партнёром Яремчука по «Русско-украинскому» проекту, известным московским саксофонистом Сергеем Летовым, которого сближает с Яремчуком не только интерес к спонтанному музицированию, но и активное использование других форм современного искусства. И тот и другой активно сотрудничают с художниками, поэтами, участвуют в различных перформансах и современных театральных постановках.

“Play” рекомендует:
Жанр угого диска — «X & Friends», где Х — львовский саксофонист — Юрий Яремчук, а друзья — французы (бретонцы) Жан Киливик и Кристоф Роше, тоже саксофонисты-кларне​тисты, контрабасист Вадим Устименко (из Польши), львовская певица и актриса Наталка Половинка и, наконец, москвич Сергей Летов. Яремчук — главное открытие нового джазово​го лзйбла, инициированного в прошлом году фирмой Landy Star.

«Дуэгы» — второй уже диск Яремчука на этом лэйбле — так же джазовый авангард высшей европейской лиги.

Так играют Энтони Брэкстои и Харри Спарнай, время от времени чикагский авангардисты с Кеном Вандермарком во главе. 

В этой музыке нет ничего лишнего, зато есть нечто такое, что может появиться только в условиях свободной коллективной импрови​зации — как в знаменитой Company Дерека Бэйли.

Вокальные монологи Половинки с аккомпане​ментом Яремчука (на саксофонах и ударных) — это радиопостановка без слов, так сказать, по мотивам Велимира Хлебникова. Их вполне можно сравнивать с классикой авангарда — например, Visage композитора Лючано Берио и певицы Кэти Берберян. И к тому же Дуэты Яремчука — первый релиз Jazzland'a, к оформлению которого у меня лично нет никаких претензий. Кроме одной — как всегда, абсолютно безгра​мотного английского языка.

	Dhafer YOUSSEF
	Electric Sufi
	2001
	67:25
	free-jazz / arabian folk

Dhafer Youssef [oud, oud-body perc, v, ambient sounds]; Wolfgang Muthspiel (см. c: Christian  MUTHSPIEL) [g]; Markus Stockhausen (см.) [tp, fl h]; Deepak Ram [bansuri]; Dieter Ilg [ac b]; Doug Wimbish [el b]; Mino Cinelu [d, perc, effects]; Will Calhoun [d, loops]; Rodericke Packe [ambient sounds].

1. Mandakini

2. Yabay

3. Electric Sufi

4. Oil on Water

5. La Priere De l'Absent

6. Man On Wool

7. La Nuit Sacree

8. Nouba

9. Farha

10. Nafha

11. Al-Hallaj

12. Suraj

13. Langue Muette

	YULARA
	Cosmic Tree
	1998
	57:57
	acid jazz 

label: Higher Octave Music 

  Великолепный проект очень красивого и умиротворяющего acid-jazz’a.

  On Cosmic Tree, Yulara is joined by musicians from around the globe to celebrate the life of a single tree – a metaphor representing the Interconnectedness of the planet. These songs weave spiritual musings, exotic instruments, soulful voice percussion and the sounds of nature into ambient grooves that bridge the gap between the earth’s cultures.

  «We believe there is a place that lives within us all. It is a place of vision and clarity, where the rhythm of life moves in harmony with a higher consciousness. The purpose of our music is to take you there.»

Саксофонистка/флейтистка/вокалистка Анни Хильсберг и клавишник/аранжировщик Ро​берт Матт, более известные как дуэт „Yulara", выпускают свои альбомы на Higher Octave. Картинки на обложке и экзотическое название дуэта заставляют слушателя ожидать смешение различных культур и стилей. Вот сейчас, значит, мы услышим что-то новое и необычное. На самом деле „Yulara" играет smooth jazz, хотя и дела​ет это намного лучше других. В целом, приятная и хорошо сделан​ная фоновая музыка.

---“PLAY

	Kahil El’ZABAR – см. RITUAL TRIO
	
	
	
	

	ZAHAR
	Zahar
	1992
	55:49
	Afro-funk/jazz/blues (кроме №5 – with rapping vocal и №6 – с элементами восточной мелодики)

label: Knitting Factory (NY)

Zahar is: Hassan Hakmoun [v, sintir]; Bill McClellan [d]; Anthony Michael Peterson [g]; also features (#5-7): Said Hakmoun [v, castanets]; Itaal Shur [k]; Tito Muti [congas].

Hassan Hakmoun and Zahar use a traditional sintir and electric instruments to create their own funky version of Moroccan Gnawa music. Best world release of 1992 and Zahar was subsequently signed to record for Peter Gabriel’s Real World label.

1. Mousa

2. Sadiya

3. Hadiya

4. Wama Wama

5. Rap Song

6. Najda

7. Hadiya

	ZAMLA  MAMMAZ  MANNA – см. в ‘Alternative’
	
	
	
	Мощный альтернативный проект с элементами jazz-rock, psychedelic и progressive (art) rock. (Можно сравнить с F. Zappa).

	Frank ZAPPA — см. в. секции ‘Rock’
	
	
	
	F. Z. -- победитель “DownBeat critics poll winners” в категории: Hall Of Fame (1994)

	Joe  ZAWINUL
	Soulmates
	1963
	43:00
	В 60-е годы J.Z. работал с Cannonball Adderley; с Miles Davis: 1969-70; затем --Weather Report. 

J.Z. – лауреат 41-й  ежегодной премии «Грэмми» (1999) американской академии звукозаписи в категории «Лучший современный джазовый альбом».
Ben Webster (см.) [t s] & Joe Zawinul [p] with: Thad Jones [cornet]; Sam Jones [b]; Richard Davis [b]; Philly Joe Jones [d].

This album came into being because the paths of two richly talented musicians crossed for a while. It helps to prove just how ridiculous it is to type-cast people into styles, "schools" or periods of time. This of course is something that has been proven and re-proven so often that only those who really don't want to admit it can still deny it. But as long as meetings like this can produce so much in​teresting and satisfying good music, I for one re​main delighted to have them come along.

In this particular case, two men happened to share an apartment for several months. It didn't surprise them that they fitted together very well, despite the superficial differences: a titan among saxophonists, BEN WEBSTER (fiftyish, Kansas City-bred, Negro, associated in most minds with the Ellington band and yesterday — although he remains quite a tower of present-day musical strength); brilliant pianist JOE ZAWINUL (a quarter-century younger, Viennese by birth, white, best-known for his present stint with Cannonball Adderley's sextet). They took to "practising" to​gether most pleasurably (one day, they report, Coleman Hawkins dropped by and all three ran over a few things for about five hours — and why, oh why, wasn't a tape machine running then?).

Eventually and logically there arose the idea of a joint record date: tunes old and new that they wanted to play together, with men they both en​joyed working with. Both enjoyed, for example, the stimulation and solid support of working with Philly Joe, often considered a heavy drummer, although he demonstrates here for at least the hundredth time that he is a master at subtle bal​lad backgrounds. Both dig Thad Jones (who doesn't?), so his horn was added on some tunes. On bass it's Richard Davis (a talented young player who has worked a lot with Ben of late) on four numbers, and Sam Jones (Zawinul's formi​dable Adderley-band colleague) on the others. For those who like to have titles explained: "Frog" is one of Ben's nicknames, hence the pun​ning Frog Legs ; The Governor is an inside name for Duke Ellington and Webster's bow to his ex-boss; Soulmates should be clear enough; and you can work out Thad's original for yourself.

Finally, without wanting to under-rate the more swinging numbers, the lyrical qualities of the sev​eral ballads struck everyone as the real peaks of the album. Thus it seemed a good idea to ask pianist Bill Evans, a most articulate man and certainly one of the great lyrical musicians of all time, to provide a commentary. As it turned out, he al​lowed the music here to launch him on a flow of intriguing ideas that make his notes a stimulating, unexpected bonus for purchasers of this album.

—ORRIN KEEPNEWS
Notes by BILL EVANS
As the music on this record poured into my ears, a Ben Webster portion prompted me to realize a fortunate histori​cal coincidence: that the emergence and evolution of jazz has paralleled the invention and continued improvement of sound recording. It is not difficult to see that although musi​cal notation is a device sufficient to preserve, record, and propagate music as traditionally composed in Western cul​ture, there could be no conceivable system of notation that would allow a true and faithful recreation of the music of interpretive performers. The great composers as we know them may have been forced to many compromises in style because of the necessity of notating in such a way that the interpretive link could be used to preserve their music for future generations.

I was led to these thoughts, and to the others that follow here, as the magnificent maturity of Webster's music im​pressed itself on my mind. The great emotional scope re​vealed by a craft couched in simplicity is an accomplishment not easily measured, and those who do not react to anything but the spectacular or complex deserve to miss the deep satis​factions that can be gained from such an honest and mature artist.

This comment also applies to the work of Joe Zawfhul and of the other players here, for each is a proven jazz perform​er of the first rank. All are capable of contributing in cre​ative sympathy to the whole as well as having the ability to serve as a lead voice. It seems to me admirable that jazz as an art and a discipline demands of its practitioners suffi​cient maturity to do both these things: to be a sensitive follower as well as an authoritative leader. This spontane​ous interplay of four or five individual creative voices is unique in musical performance today. Unlike composed mu​sic, which is the reflection of one personality, jazz perform​ance is a constant document of a social situation.

The ideal and the accomplished fact of jazz thus far has been that of a group in harmony, and it is my personal hope that the impetus for group improvisation will never die out. Of course, a group expressing itself without regard for the quality of feelings or craft involved can still be considered the expression of a social situation, and some would argue that it is "truer art" or "free expression". But "free ex​pression" as such exists most perfectly in infants, and their irresponsible and disorganized behavior can hardly be called art. I suspect that a deliberate seeking for lack of conscious​ness is apt to be the result of a fear of consciousness. It is peculiar that musicians who have developed to a degree in their craft by very conscious discipline would suddenly abandon this procedure — unless the truth is that they have thought too little and too late. I think no freedom is worth​while that is not the result of responsible dedication. Fur​thermore, freedom of expression does not have to be sought. It is the natural outcome of disciplined work. I fear that those who seek it as a separate goal must end in an area of feelings so subjective as to be unfit for accomplished harmonious group performance and perhaps uninteresting to anyone but the individual performer himself.

The foregoing is certainly not a problem facing the per​formers on this LP; I'm sure it came into my mind because the music heard here is such a strong example of the 'right' kind of freedom. But one might at first think that these musicians would face another kind of problem — that in some cases the differences in their ages and the varying eras out of which they have grown would create a disparity in style or craft that might preclude effective, mutually stimulating performance. Actually, however, these expe​rienced and dedicated musicians have drawn their craft alike from the same basic traditions. All of them can, and at some time probably have, performed happily and effec​tively with jazzmen of all eras. Stylistic differences are transcended by a common intuitive understanding of certain challenges of their craft that are accepted by all — an under​standing so pure that the boundaries between 'strict' and 'free' need never be spoken out loud.

This initial essential insight possessed by a person who directs himself towards the goal of becoming a jazz per​former can be described as an entirely affirmative grasp of the basic challenges of his craft. It is based on a view of the trunk of jazz tradition as something that stands apart from specific 'styles'. To me, the only satisfying craft is one that stays in healthy relationship to this trunk and seeks to understand itself so well that it can reflect (with the least possible distraction on the part of style) the ex​pressive desires of the individual's talent. A new branch that grows firmly from the trunk and sprouts higher than any other branch is something of value to all. The stoutest of these can eventually be recognized as further extensions of the trunk.

. . . Perhaps I should apologize for the lack of specific, detailed reference to the musicians or the selections played here. But the players are certainly well known, and the music speaks for itself more directly than any descriptive attempts I might make. So if these notes strike you as digressions, please excuse them and accept them as my highly respectful personal response to this demonstration of mature art by master jazz performers.

1. Too Late Now

2. Soulmates

3. Come Sunday

4. The Governor

5. Frog Legs

6. Trav’lin’ Light

7. Like Someone In Love

8. Evol Deklaw Ni

	Joe  ZAWINUL
	Black Water
	1989
	40:03
	The ZAWINUL SYNDICATE: Josef Zawinul [k, accordion]; Scott Henderson (см.) [el&slide g]; Gerald Veasley [b, narr.]; Cornell Rochester [d]; Lynne Fiddmont-Linsey [v, perc]; Munyungo Jackson [perc].

1. Carnavalito

2. Black Water

3. Familial

4. Medicine Man

5. In The Same Boat

6. Monk’s Mood

7. Little Rootie Tootie

8. They Had A Dream

9. And So It Goes

To say that music is a universal experience has become such a cliche that, as with most usage-worn labels, we usually pass over the statement without giving it much thought. But consider that, from our earliest beginnings, every culture on the face of the earth has, independently and in isolation, come up with an indigenous music, often as exotic and as varied as the frozen ice lands of the north are from the steaming jungles of the tropics. Physicists have asked. What is music? And why is it, seemingly, indispensable for human existence? Biologists have theorized that it is as intrinsic to being human as is our compulsion to develop languages. Others have speculated that music might be the recapitulation of something else – an earliest memory, a score for the transformation of chaos into an improbable but ordered universe. Whatever the case, music concerns, as musicologist David Reck put it, "a depth of expression which somehow reaches beneath the surface of our being and touches on mysteries that seem essential to the core of what we are,"

As a touring jazz musician, Joe Zawinul has had the opportunity to absorb and synthesize much of the rich musical traditions of various cultures throughout the world. His is a continuation of that tradition established by wondering minstrels in Europe and the postbellum traveling blues man of the American South. These were musicians who carried stories in song from village to village and town to town, affirm​ing the universality of the human experience and cross-pollinating cultures in the process.

More than any other music, the spread of jazz to the distant corners of the globe has brought the diverse peoples of the world closer together, both in the shared experience of the music itself and in the attendant insights into the atti​tudes and the culture that gave birth to, and continues to nourish, the art form. But jazz, too, has been changed by its travels, becoming more and more what Duke Eflington called the Esperanto of the world. Few, if any, exemplify this trend toward a world music better than Joe Zawinul.

Zawinul says he conceived the music of Bfack Wafer as a book -- one which, like the songs of old country blues men and strolling minstrels, would tell a story. More accurately, perhaps, it is another volume in a series that includes Dialects, Immigrants, and individual composition like "The Peasant", "Badia", "Five Short Stories" and others. What I hear when I listen to Joe Zawinul -- his compositions, his conception, his whole approach to the keyboard—is a man who has let his fingers do the walking through o kind of Whole Earth Catalogue of Music. Often what comes through is not even as obvious as an allusion or something played in the style of another culture's music, but the feeling is there.

For many, the mere mention of Carnival, Fat Tuesday or Mardi Gras conjures place names like New Orleans, Rio, and Trinidad, where, once a year, whole cultures come together in a joyous celebration of life through surrender to song and dance and a cast​ing off of all earthly cares. But spring festivals in celebration of the goodness and fertil​ity of the earth were widespread long before history was recorded. And Carnival has been observed in Barcelona, Geneva, Vienna, Warsaw, even Transylvania. "Carnavalito," which Zawinut recorded previously on his Dialects album, is captured live here and cap​tures the spirit of Carnival more faithfully than ever.

"Black Water," Zawinul says, is the vast sea of black humanity surrounding the ruling white minority in South Africa. Like the tides lapping at the shores, that sea of blackness will either erode away the tiny island of white dominance, or else submerge it all at once when at last the floodgates are opened on the struggle for majority rule. Either way, the power to oppress is slipping through the oppressors' fingers like black water.

"Familial" is one of those universal stories. A son goes off to war never to return alive; and a father's hope that his son would one day follow in his footsteps is transformed into a burden of pain he must carry forward into each new day.

"Medicine Man" is an archetype in the Zawinul pantheon. He is one who administers to the problem—plagued on a daily basis, pulling people together with laughter and song. If, as is often said, music is a healing force, then the medicine man is Zawinul himself. Carnival is the medicine man’s natural environment, and, as a youngster in his native Austria, Zawinul often played the accordion at the annual festival known there as "KIRTAG." He again takes up the accordion here (the same one he played as a youngster in Austria) for "Medicine Man."

"In The Same Boat" is a reminder that we are all clinging to the same life raft –- earth -- which, if deflated, as it were, by the constant depletion of its resources, or punctured by carelessness or wars, will leave us to perish in the emptiness of space. It is a revelation common to persons who have trav​eled widely and observed that people everywhere have the same basic human needs and deal with the same problems day to day.

"Monk's Mood" and "Little Rootie Tootie" are Zawinul's acknowledgement of another medicine man, pianist Thelonius Sphere Monk. My feeling is that Zawinul included them here because they embody the concepts he (Zawinul) is attempting to express in his own music. If music, as an art, is a reflection of life, then Monk's music may ultimately be seen as a simple but profound statement on ecol​ogy (natural, social, political -- take your pick). Nothing in Monk's playing was ever wasted, nothing was superfluous, and nothing ever missing. Medicine man that he was, there was, of course, always plenty of wit and o great deal of joy in his music.

"They Had A Dream" is o tribute to Martin Luther King, Jr., Malcolm X and Mohandas Gandhi. Zawinul notes that, while they lived and shared their dreams, many of those who could have profited by their wisdom preferred to embrace the nightmare of racism instead.

Joe's son, Anthony Zawinul, provides the final comment on this book. The world keeps turning, "And So It Goes."

—Dr. George Butler

	Joe  ZAWINUL
	Lost Tribes
	1992
	51:07
	The ZAWINUL SYNDICATE

Joe Zawinul likes to describe the music on this album as “tone paintings”. It is a description which in my mind speaks poetically to the immediacy and emotional impact of music in general, and Zawinul’s music in particular, on our perceptions and interpretations of the world around us. The idea that music is also a visual medium is embedded in the very language we employ to talk about it. We use the same word, “tone”, to describe values in both soun and color. We speak of colors and the chromatic scale in music. And it is music’s power to conjure strong visual images, no less than that of poetry and painting, that enables it to communicate to us as forcefully as it does. Joe Zawinul mixes his musical pigments from a rich palette of electronic and acoustic soud sources, painting vivid portraits of the human family in earth tones and laser-light blues. Zawinul lives in the global village; touring the world, speaking the esperanto of jazz, and observing the human condition. Lost Tribes offers his further insights on that condition. Today, more than at any time in the past, the world’s lost tribes can share in a universal language, a world music, formed of the songs and sounds of their disparate cultural origins. The dijeridu, gong and drum that open “Lost Tribes” suggest the music’s origins in some of the world’s oldest cultures. The blend of ancient and modern musical technologies extend the meaning of the music in time before it returns to its source, the drum... — Dr. George Butler.

	Bernd Alois ZIMMERMANN

(1918-1970)
	Requiem fur einen jungen Dichter
	1989
	65:29
	avantgarde

label: WERGO (Germany)

composed 1967-69

rec. 1986

Lingual fur Sprecher, Sopran- und Baritonsolo, drei Chore, elektronische Klange, Orchester, Jazz-Combo und Orgel

Rainer Bruninghaus (см. в 'Jazz'): Klavier, a.o.

	ZIP
	Gettin’ X-Perimental Over U
	1996
	44:14
	‘Acid Swing’ is a way to make good old daze good new days. You can dance to modern jazz again! A record company Suit might call it ‘revived back catalogue’.

Actually, it’s a Zipologically recycled ageing hipster’s youth. Now I’m a... Zipster. [...] We hope that Basie, Barnet, Lester Young, Gene Krupa, Duke Ellington and the others are spinning in their graves with laughter listening to this. We tip our hats with the greatest respect to these gentlemen, and trust that they are really happy that oui sampled them. Or did They sample Us?

	John  ZORN                          [см в файле 'Alternative'; cм. тж. его проекты  традиционного джаза: 1). J. PATTON;  2). The Sonny CLARK Memorial Quartet; Prima Materia; другие издания на лэйбле Tzadik с продьюсерским или непосредственным участием Zorn’а см. в файле ‘Asia’, раздел ‘Israel’; тж. Evan Lurie (рядом с Lounge Lizards)]
	
	
	
	


