




Listening to Guy's work with 

JOrg Wickihalder's Beyond, and the 

mechanisms embedded inside his 
own trio with Crispell and Lytton, it's 

not difficult to hear how those seeds 

planted in the 1960s have continued 

to blossom. Wickihalder's intricately 
plotted compositions, with their 

malleable fluctuations of pulse, harmony 
and mood, require definite jazz chops; 

and Guy digs deep into his roots in 

the bass truths of Mingus and LaFaro. 

With Crispell and Lytton, he re-enters a 
negotiation into that terrain between free 

improvisation and composition which he has 

long called his own. 
"Because of clashing diaries and geographic 

separation, the trio with Marilyn and Paul 
is something wonderful that happens only 

infrequently," he reflects. "When we come 

together the music needs to slot into place 

very quickly - it can't develop on the road 
because we are never on the road. So we have 

to start from somewhere and the compositions 

I write are all through-composed but flexible, 
containing springboards and suggestions for 

improvisation. The album we've just released, 

Deep Memory, pulls together the resonances 

of all the previous records." A piece from the 

new album like 'Pallen Angel', I say, 

sounds like that tension between 

composed material and improvisation 
has been written directly into the piece 

through a simple demarcation of note­
specific falling patterns that open the 

piece, given to bass and piano, and 

clearly notated, against a free flow of 

sweeter piano triads that follow, which 

are obviously improvised. " I think 

that's right, although the piano and 
double bass music that begins 'Falten 

Angel ' is actually indicated graphically, 

rather than through conventional music 
notation. For 'Silenced Music', a later track on 

the album, I was happy for Paul to decide what 

to do himself. I handed him the music and said 
'think about it' and now he reckons this is the 

best piece I've written for the group. It's all a 

very different experience from Beyond, with its 
written heads and grooves. I hadn't played jazz 

time for years and it was good to be challenged 

to do so again, at this stage in my life." 

The Intakl sampler also traces the trajectory 

of Guy's extended compositions by way 

of classic cuts from the 

London Jazz Composers 
Orchestra and the latter-day 

Barry Guy New Orchestra. 

His Blue Shroud Orchestra 
emerged as a response to a 

particular moment in time ­

US Secretary of State Colin 

Powell speaking in favour 

of the invasion of Iraq at the 

UN as, in the background, a 

blue shroud had been placed 
discreetly over a reproduction 

of Picasso's totemic anti-war 
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painting 'Guernica'. A soliloquy from 

trumpeter Percy Pursglove calls us 

to attention. Inside the orchestral 
ranks the likes of pianist Agusti 

Fernimdez, saxophonist Per Texas 

Johansson and drummer Raman 

L6pez work alongside two musicians 
more often associated with Baroque 

music - violinist Maya Hamburger 
and violist Fanny Paccoud. With the 

music hitting peaks of emotional 

angst , Guy's structure dissolves into 

stretches of the solo violin 'Mystery 
r ;;;;;;;;;.J Sonatas' by Biber, a mainstay of the 

Baroque repertoire, and the work ends with a 
re-working of the 'Agnus Dei ' from Bach's 'B 

Minor Mass'. 
�" �L �o�o�~ �,� I knew this was risky!" Guy exclaims. 

" I knew the sort of criticism that might follow 

from using this borrowed material - and I 

thought long and hard about it. But in this piece 
I had to find a spiritual essence and, I thought, 

'I can't write like these guys'. The final thing 

you hear is music by Bach, but I agonised over 
how I should set that moment up - how to 

find a natural transition from my music which 
could prepare the audience for this moment of 

introspection. And then I knew the piece had to 

end. After the 'B Minor Mass', there's nowhere 

else to go." 

We're speaking just a few weeks after 

the US election. With the uncertainties 
raised by a Trump presidency and by 

our own forthcoming Brexit , and the 
general .rise of a populist far-right, we 

discuss whether a rebirth of the spirit 

of 1968 might give improvised music a 

shot in the arm. You don't need to read 

a transcription of our worries about 

Trump - those arguments have been 
well-rehearsed elsewhere - but Guy's 

thoughts about where improvised music 
can (and should) overlap with society remains 

fighting talk. "Improvised music," he tells 

me, as we're about to wind up, "remains the 

best model for how to communicate, of how 
to create something together. One practical 

worry surrounding Brexit is that musicians 

wi ll suddenly have to fill in paperwork simply 
to travel elsewhere in Europe, makiilg an 
exchange of information more' difficult. But if 

you're engaged in the deep conversations of 

improvised music, you know how ridiculous it 

is 10 be erecting false barriers -

building walls - around people. 

Freedom of movement is, after 

all, freedom of thought." • 




