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| discovered Luanda Kinshasa by Stan Douglas™ at Fondation Pinault apparently in early 2022.
www.pinaultcollection.com/fr/boursedecommerce/stan-douglas

| could never find much more except a short extract on vimeo. vimeo.com/94233892

Then | learnt about a record published by The Vinyl Factory
www.thevinylfactory.com/product/stan-douglas-luanda-kinshasa

The “final” icing on the cake came with Parallax, the largest monographic exhibition devoted to
Stan Douglas in France for over thirty years
jeudepaume.org/evenement/stan-douglas

* en.wikipedia.org/wiki/Stan Douglas



http://www.pinaultcollection.com/fr/boursedecommerce/stan-douglas
https://vimeo.com/94233892
http://www.thevinylfactory.com/product/stan-douglas-luanda-kinshasa
https://jeudepaume.org/evenement/stan-douglas
https://en.wikipedia.org/wiki/Stan_Douglas
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Stan Douglas' "Luanda-Kinshasa" Art Installation Video R T2 = i
w/ Jason Moran
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STAN DOUGLAS “LUANDA-KI T INSTALLATION VIDEO W/ JASON
|

vimeo.com/94233892
vimeopro.com/triplemartiniproductions/triple-martini-productions-production/video/94233892



https://vimeo.com/94233892
https://vimeopro.com/triplemartiniproductions/triple-martini-productions-production/video/94233892

Editions » Stan Douglas - Luanda Kinshasa

Stan Douglas - Luanda Kinshasa

£25.00

Add to Cart 1

Details  Shipping  Returns

* Now Repressed (2nd edition)

* Soundtrack to Stan Douglas’ 'Luanda-Kinshasa' video

* showcased at The Infinite Mix exhibition

* Double 12" heavyweight vinyl *Gatefold sleeve and two printed inner sleeves
* The Eye of the Trumpet essay by Diedrich Diederichsen and Stan Douglas

* Recorded in Brooklyn, New York on June 22nd and 23rd, 2013

Musicians/Contributors: Stan Douglas: Concept/Editing Scott Harding: Producer/Arranger Kahlil Kwame Bell: Percussion
Liberty Ellman: Lead Guitar Jason Lindner: Moog Whirlitzer Abdou Mboup: Congas Nitin Mitta: Tablas Jason Moran: Rhodes,
B3 & Band Leader Antoine Roney: Alto Saxophone Marvin Swewell: Rhythm Guitar Kimberly Thompson: Drums Burniss Earl

Travis: Bass

In celebration of The Infinite Mix, The Vinyl Factory releases the soundtrack to Stan Douglas's ‘Luanda-Kinshasa'. The video is

shot like a documentary film on a set carefully crafted to resemble a legendary New York recording studio.

www.thevinylfactory.com/product/stan-douglas-luanda-kinshasa
www.thevinylfactory.com/features/vf-represses-soundtrack-to-stan-douglas-luanda-kinshasa



http://www.thevinylfactory.com/product/stan-douglas-luanda-kinshasa
http://www.thevinylfactory.com/features/vf-represses-soundtrack-to-stan-douglas-luanda-kinshasa

® JEU DE PAUME AGENDA VISITER DECOUVRIR VOUSETES NOUS SOUTENIR @ FR v

® EXPOSITION

STAN DOUGLAS

Parallax

Du 20 octobre 2026 au 10 janvier 2027 Jeu de Paume - Paris

Stan Douglas Hastings Park, 16 July 1955, 2008 From the series, Crowds and Riots
© Stan Douglas Courtesy the artist, Victoria Miro, and David Zwirner

Jeu de Paume is proud to present Parallax, the largest monographic
exhibition devoted to Stan Douglas in France for over thirty years. Born in
Vancouver in 1960, this artist, a major figure on the international
contemporary art scene, will show some forty or so of his works here,
including films, video installations, photographic series, etc, covering the
entirety of his career from the late 1980s to the present day. Following the
exhibition in Paris, the show will travel to the MACBA Museum of
Contemporary Art of Barcelona in 2027.

jeudepaume.org/evenement/stan-douglas



https://jeudepaume.org/evenement/stan-douglas
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Kimberley Thompson — Drums
Kahlil Kwame Bell — Percussion
Abdou Mboup — Congas

Nitin Mitta — Tablas

Antoine Roney — Alto Saxophone

Jason Moran — Rhodes, B3 & band Leader
Jason Lindner — Moog & Whirlitzer
Burniss Earl Traviss — Bass

Liberty Ellmann — Lead Guitar

Marvin Sewell — Rhythm Guitar

Stan Douglas — Concept/Editing
Scott Harding — Producer/Arranger

https://en.wikipedia.org/wiki/Kimberly Thompson

https://kahlilkwamebell.com/

https://www.instagram.com/buurgewal/

https://lpr.com/lpr artists/nitin-mitta-tabla/

https://en.wikipedia.org/wiki/Antoine Roney

https://en.wikipedia.org/wiki/Jason Moran (musician)

https://en.wikipedia.org/wiki/Jason Lindner

https://www.labella.com/artists/burniss-earl-travis-ii

https://www.libertyellman.com/

https://en.wikipedia.org/wiki/Marvin Sewell

To be honest, | am not sure who is who in the next slides, sorry for possible confusions


https://en.wikipedia.org/wiki/Kimberly_Thompson
https://kahlilkwamebell.com/
https://www.instagram.com/buurgewal/
https://lpr.com/lpr_artists/nitin-mitta-tabla/
https://en.wikipedia.org/wiki/Antoine_Roney
https://en.wikipedia.org/wiki/Jason_Moran_(musician)
https://en.wikipedia.org/wiki/Jason_Lindner
https://www.labella.com/artists/burniss-earl-travis-ii
https://www.libertyellman.com/
https://en.wikipedia.org/wiki/Marvin_Sewell
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Nitin Mitta — Tablas




Abdou Mboup — Congas
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Burniss Earl Traviss — Bass



Liberty Ellmann — Lead Guitar
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The Eye of the Trumpat

They work together and also separately. On the one
hand, the musicians in the studic are somewhat elated
from each other. There are movable partitions between
them; they wear headphenes and often seem fo be look-
ing inward. But they also make eye contact with the oth-
ars. Wa can see thot their gazes ore directed, that they
are looking for approval, encouragement, and other
tangible signals, often something as simple as emational
confirmation. The two songs played by the group in Stan
Douglass video installation lvanda-Kinshasa (2013)
may be built around basic rules and ideas established in
n:lmm,hulnwchufﬂumuﬁ:ulmlmumhﬂbam
decided “on the spot.” Sometimes these “decisions” have

doesn’t necessarily change the direction in which the from Gel Up wi atmosphere
overall web or fexture of the music is moving. The music — plrhqpiuﬁ:nr:: i:u"ﬂﬁTm who
has/is o texturs; it combines lines that of some point wnnﬂuhnﬁmrhwhﬂh—hm
lose their responsibility to the larger whole, and then it friendly and reloxed; the musicians are smiling, enjoy
coases to matter whether a parficular line is developed ing themselves; occesionally they fall into the focic
any further or whether it stops — as long as there i o expressions and gestures of the ecstatic and perfors
sufficient number of others that do develop somathing *salf-realization” but they very seldom display t
further, Saxaphone, two keyboards, two guitars, bass, spiritual ar grimly political earnesiness that free mus
drums, conga, tabla, parcussion. .. and free jozz often exuded in the previcus decad

The hairstyles, the clothing, the body language, That decade didn’t solve all of humanity’s problen
and of coursa the music, especially the technical idi- but these musicians do of least seem to have o mis
asyncrasies of the eleciric and electronic instruments, revelution behind them, one that ended happily. Tt
loave no doubt that the period meant is the early to collaboration looks democratic; only now and 1l
mid-1970s. The allusion in terms of the sound, the does the one keyboard player seem o infimate cer
basic musical ideas, and the cultural atmasphere to the decisions with his gestures like o bondleader; mos

middle sleciric years of Miles Davis is unmistokable. the time the musicians’ gazes ssem mulfidirectic
The year in question could be 1972, when the albums The cinematic reverse angle shat, in which o searc
ﬂnﬂuﬂmur-dlnfmm'fnn:lnhw:hhtmp gunilhﬂnw-dlwmulhﬂﬁﬂmwhumﬁ

consequences for the piece as o whaole, ond sometimes
one has the impression that o musicion is simply filling a
spot left open for his or her personal contribution, which

gther a singer who sings in the

it, dossn’t appear with the cloustrophobic automatic- composer, and outher George Lewis, saxophonist resam, and in the
ity familiar from the conventional teature film, where Douglas Ewart, Kent Carter on hass, and Oliver Johnson  the Warner Bros. singer-songwriters of the late 1960s

the camera’s anly choice is 1o show the specker or the on drums, play @ nomeless, fictional African-American is seen at work in the studio. In Harun Farockis Single:
listener. Hera there is an entire gollery of players, and free jazz band performing Albert Ayler's Spirits Rejoice  Eine Schallplattewird produziert (Single: A Record b
it never becomes completely clear who can potentially in o French TV studio — ot around the some time that Produced, 1979), werk on a disco single in the shudio ks
sae whom and fix them with their goze. quite o few American free jozz musicians were living documented with an emphasis on its culural-industrial
When musicians are invited inta the studio to play and working in Fronce and receiving an anthusiastic character, while in Horror Yocui (200%) David Zink Yi
other musicians playing music, one is dealing with public response. has Afre-Cuban musical rituals and Afro-Cuban pop
a special case of acting. While in feature films about  Hence while an actor, o2 @ general specialist in music maat and then drift apart again in the recording
musicians it is clear that the musical ability displayed playing others, not in playing the specific life to be studio in @ two channel video instollation. In Lvanda-
is merely simulated, and while in documentaries it is embodied in a given instance, normally plays a stran-  Kinshasa, musicians whe are oll currently active and
equally cleor that the musicians whom we sea are play- ger who is protected by his or her named concretenass, some of whom are quite well known play their stylistic
ing exclusively themselves, in the visual arts there has for in this video installation a group of specialists who are forebears, essanticlly members of their fathers’ genera-
some time now been a genre in which musicions play well-known nomes play a group of generic, unspecific fion. Hence they “play” Mllﬂ-l'ﬂ'r in the sense that they
ather musicians but do so by playing music themsalves. figures. We find the same principle in the works Aclu- impersonate somebody ﬁdnnd hl.ll' also to the m-d
Douglas’s Hors-champs (1992) was the first work | know alité (2001) and Western Recording (2003) by Mathias that they piﬁnmuhrnﬂrqnwu‘d = and thus in

that followed this principle: real musicians,well-known Poledna, where in one case the social fabric of o ; :
and highly occlaimed axponents like the trombonist, typical post-punk band is reconstructed in the practice continued on inner sheev



continved from inside spread ::Hﬂnn::;:l---ﬁnlwmi-humof In 1975 (Rhodesial, Kinshosa &d net loss s colosial

" " x ) LE on-Amatican music i3 surely thal with nome (Leopoldvills) unkil 19646, The hepes bound up

&t all thair “swn® And rhis & Jm"f":.'hf" i b:dlﬁ LoD woneur ol slacrnsle jaa joex bk with the e Alcm sumer gositon viapion sl
L] 3 a ks 12 L . o N "

arfistic streks on D ch % h':' e a I‘“Em“"‘ild" he and his shadenits and formes n-,ﬂhmﬂmw.lh“rrr.qlpdﬁ{.ﬂdﬂw

[T e ollsog | (incheding Tony Wiliams, Herbie whote msults were palpoble. Leanda, the copital
mﬁ:n“.m.a : nflhlcmml r-ul-lﬂi--brﬂh.lli:'l Hancock, Woyne Shester, and Chick Corea), the Afri- of Angola, was at wor with the Portuguess colenial
eourse be played.* P ficity com of  ean-American trodition recovered it seversignty over perwar, @ war [t won in 1974; hancs aoll of this fell

; omplified and sonically maondpulated music, which during the peried when Miles dosaly linked his music,
m‘: “"‘"“” w"i:‘ wﬂ. -d::,“.r:;.: the Mmm I- mn.wﬂibhm.lﬂuj;d’j::&mthduph Jieni wl'-'c":wm wioplan im the sense described aboave, with
d var, thers ip rix, wos empora f rvar ita] hi CaiaEn dewelop wll a3 with leal
UW|muu!Mh¢f‘mwulLudlrmuml M.Mifﬂqumhlnphﬂa!ddluﬁ g ':.d,.!‘ '""m:lm HI"H: blwlw-'lmvinq
o spacific stoge ot o st that provides o historical movement that adopied o rumber of slements from  in similar eps and ﬂﬂ-ﬂlrﬂs'ﬂ\l ebecirificotion and
frame for the acking component of the spectode and  paychedwlic rock. Mullipls versiens of utapion music “slecironicizing” of the collective improvisations of
binde a certain surplus and conmects it with the workd  making wars thus supsrimpassd and Framed by the Miles Dawis's various snsembles.?
= procisaly the turplus which consists in the foct that  new funk sensibility of the 19705 This new wyrthasis,  Alongside this obwiows prosence — that of the
@ musicion who is actually busy making music hes which musicians liks Masi net only smbodied bet evolving posicolonial world, the newly slectric char-

’mh!‘ tima, S n"’f’ :l"'_““" lefr over 1o send  olio quite shevisusly mastersd, bent them power and  acter of jazz, the relexed utepianism of the jomeming
out social and communicative signals beyond what is  glory (sven if students like Hancock wers offen mors musicians, and the traditional setfing of Columbia
necassary for music """."h"'ﬂ- succasifd aconomically than the undiiputed autherity  Studie, nicknamed “the Church® — there b alsa a glar-

In Hors-champs, this wos o French TV shedic that Rgure). Miles wos like o combinakion of Jomes Brown, ing o in. Luardo-Kinshato. | om spedking, of

presented Amaricon free jozz in o sefting of mod- Sum Ra, and Duke Ellington. This was essentially the course, of Miles himself, He isn' there, and at least ot
armist oushenty ﬂ'ﬂd_ abstroctnass, o cheice that con  messoge of David Lisbman, whe played im bis bonds  First glones ne cne seams to be taling his place. Whot
ba seen o1 rooted in o mixture ﬂ_F helplassness and in that period: these three arfish not anly stond for was his role? He wosn't just the bos, the leadar,
respect: af that H-"‘i' Europe’s public TV chonnel had  three kinds of charisma but also for different woys of the conducior, and nominally the composer; oz o
enly two formats, high culivre ond youth culrure. The  erganizing the collsctive phenamancn of srmsmbl paber, b was a highly individual vatce within thi

decision to opt for high culture here shows on the one  play and hence for the musical equivalent of different cverall texture, o3 | described it earlier. He wos not
hand that they dowsifisd the African-American avanl-  political fontasies ond wop

[ are sspanabed fust ome among many, bt strecha wpecific, Thus,
garde as high culture, on the ather thot they wers issves surreunding the dﬁmﬁm their wpi:ul:: :J.u soid to have Jm great imxrmnp:m having
ill-equipped fo deal with the foct that precissly music  spirituality, and politics, but they ofl have in common  soxophanists wha played very fost as his counterparts,
like Albert Aylers, with its many specific allusions and  the fact that they project the contestt of music onte so that he could that much more effectively smbady
evocations of musical memories and reminiicences, saciol contexts. And vice verso. o sense of repose which mode b notes sesm les

wai o poor match for the ideal of purification and Douglos places two recognizoble fixed points ot lilke markers of pitches in runs and mevements than
abstraction symbolized by rthis snedio’s design. the center of this work: one of them is the studic, o like fislds or surfoces. Mony compare tham Yo color
Yat ovarsimplifying somewhat, we con say thot the  replica of the fomows Columbia Studic on 30th fields. On stage, howevas, this repose ond superiority
redationship beteeen the cultural sifvations of the musi-  Street in Mew York where Miles Diovis, o8 a longlime were combined with constart maotion, Fer axample,
cians in Hors-champs and those in Luando-Kinshoto Columbia orfist, worked of variows stoges of his o film of on entine concest in Vienna from MNovember
may be seen a3 that between exile ond cultural lower-  career. The other is the fifle of the work, which refers 1973 shows that he ployed his tranguil rotes while
ing or political succass in one’s own country, For many to two Alfrican cities that underwent importont his- constantly moving amang the musicions. He tarned
of the African-American musicions who went to Paris  terical develepments during the periad of the electric and “oddressed” them; he kapt his eye on them, 5o
in the late 1960, one recson to leave the US for o Miles: Kinshaso and Luondo. Thus, Douglas not only to speck, while producing his musical color felds,
while was not just the greater, if sometimes queshion- astablishes o relationship between the musical and which seermed to hove to do with samaething entireby
able, recognition they received in Europe, especially culturol-political developments thot hod occurred different from interoction. Where everything was
France. i was also the Pan-African Festival that waos since the time of the performance of the Rchonal nterachion ond individual actions sought their ploce
held in Algiers in the summer of 196%. Many of the Hors-champs quartet and the Pan-African Festival of in the texture, thess notes ware fike an interruption of
musicions invited to play there subsequently recorded, 196%; he also refers to the kind of fitles that Miles collaborafion, o lock within, but ona that was dosaly
in @ vary short fima, importont sessions for lobels Davis preferred of that time. On the one hond, they coupled en stoge to a look without, into the eyes of
including BY G/ Actuel in Paris and thus left behind o relote lo posteoloniol Africa, especially to oreas the other musicians. In the 1950s, Miles Davis was
dense impression of the second generafion of New where the anticolanial liberation struggle waos not famous and noterious for burning his back on an audi-
Thing/Free Jazz. Others, including the Art Ensemble yet oves, for example Calypse Frelime,? which refars ence that — os legend would have it = he regarded as
of Chicaga, simply extended their stays and remained fo the Mozombicon liberation movement, whila the recist or unworthy, especially in Europe.
in Paris for a few years. George Lewis, the trombon- songs on Derk Mogus are named after the mumerals In Fact, thet actually happened sxtremaly rarely ot
ist from Hors-champs, not only had close arfistic fies  in Swohili (ane through four). On the other hand, there  the fime and was more o myth that seemed 1o go well
to the Art Ensemble of Chicage, but alse published are the mythical confinents (Gondwana, Agartha) that  with the sofitary, stationary notes. With the wireless
o comprohensive and influential biogrophy of their gave their nomes fo the olbums released in 1975 and  microphones that Miles was able to use in the 1970s,
organizational mothership, the AACM. certoin individual songs, but also the names of real it now became a real possibility — one that he availed
By conirast, the various bands that come together countriea invalved in tha liberation struggle, induding
around Miles Davis con be sitvated in a peried fol-  Zimbobwe, which officially will had a different name conlinued overleal




himaelf of, however, net 1o snub audisnces but 1o bat-
ter inberact with the musicians.
In this sense, ifs no joke when the comera itsell,
in this werk, is compared with the frumpeter, and
not just in structural terms. Biogropher John Sowed
likens Daviss work with his muiicions 1o the mathod
octing of the 1950s, that generation of “Amercan
male octors ... notably Marlon Brando, Jomes Dean,
and Monfgomery Clifs, ol Midwesterners [likse Dawis
— authar’s nate] — actors who learned the principles
of Stanislavsky ... and bacoms known for o Farm of
intimate ye! emotionally charged acting, carried off
with the liberating sense that everything was impro-
vised, ond therefore real” Hence Miless trumpet
represented a different principle of music making,
one that didn't wanish into the texture but pointed ot it
from without, that made i p@“lut by not belonging
to it. This function may be likened o thot of a comera,
which not only records a set of events but malkes it
possible in its proctical social reality in the first place.
The absurdity of cinematogrophers ond filmmakers
who believs there is such o thing as an unimplicoted,
purely sxternally decumenting comera has often been
eriticized and ridiculed by the contemporary social
scionces ond ethnography — most humorously by
Eliot Wainberger in his essay “The Comera Peopls.”
Fram this perspective, o comera Gmong musicions
should be seen os an instrument like Davis's trumpet:
as the necessarily foreign, dislocoted element in
a collective colloboration which mokes the othery’
equality possible in the first place. This isnt meant oz
an axprassion of the kind of secial pessimism which
maintains thot every collactive needs o chief or king
in order to arficulate and organize itself; it is rather
something like a compfire or other structural element
that generates equality through exteriority, without
itself being ona of the persons ond wishing fo rule
aver them as first among equals.

In this sense, the principle of the electric Miles,
whose crifics (above all disoppointed former fans)
complained in the early 1970s that he wos playing
lass and less on his records and giving teo much spoce
to others, is comparable to the idea of introducing o
nonmusical but arfistic principle into music making.
From this perspective, it makes perfect sense to lat
this principle be taken over — o3 it wera symbolically
— by a camera, which now generates and leads the
music — this is after all a reconstruction — but accupies
the same structural position within the reconstruction
as the musical identity of Miless trumpet, which was

strategically foreign fo its musical environment.
Beyond its performative role, the camera then
has the task of recording two kinds of visual details
in pﬂrﬁ:d'ﬂ!. First is individuality within the aquality,
the highlighting of carefully selected individval physi-
cal details which are also accentuated by clothing
and hairstyles and which stand out especially clearly

once that b genaity is blished. Alse in this
category s the impression thot the volume is termed
up for whichever musicion happens lo be on screan
(in fact that ket alwoys the caie). Second, however,
the culturol abundencs of the fromework conditian la
spread oul quite hxuriculy before us. Thus, we ses
the Eghting indtollations necessory for the Riming. o
profusien of lovingly Bnithed rolling partifions, and
people invohred in tha production = in reality o5 well
as in the figtion.

Wa very brisfly see two gidfriends who ore
slabarately “dollad up® in the style of the seventies.
Al ane point o person who books mone comemponary
is seen taking notes, s I she were o so-colled "script
girl.” And at ancther we see o young man who leoks
like o friand of the musicians sitting on the floer read-
ing Charles Minguss outobiography. Beneoth the
Underdog, which was published the yeor before the
aforementioned albums were recorded, Mingus, whe
had ence played with Miles in Charlie Porkers band,
was appalled by the slectric Miles and had soid in an
intarview that he once knew a great man by the nome
of Miles Davis, but thot he assumed that man wos
long deod, and now there was ancther who couldn't
play at oll and wha had himself phetegraphed with
nakad white wemen, Mingus is something like the
other great bandleader of that generation, who in
many ways travaled o different path. Yet Mingus, who
uniike Miles often changed record companies, alio
made a number of recordings for Columbia. Honce it
Follawad that he often worked at the Church, in 1939,
for axomple, when he recorded his album Mingus Ah
Um there. The CD versions of that album which wers
redeased in the 1990s include photographs that show
the musicigns in exactly the some ponoramic way
that Dowglas’s camara films the fictional Miles Davis
ensamble, and they convey a similar impressien of the
spoce. That said, it is apparent that the phatagrapher
stood next to Mingus, whe had dearly sought out for
himself and his bass @ spot from which he could keep
an eyw on the entire proceedings without having to
wolk bock and forth. Everything else locks almost
exactly the some os in Luondo-Kinshasa — the gaze of
tha leader, of the camara, the cause, the missing Miles
at the coused, the historical tobality, the web or texture

of fashion, polifics, eleciricity , and postcoloniality.

Diedrich Diederichsen

I Sew Philiy Freeman,
Burning ihs Vessclos Dem: Thee Elestiris
M ol hilas
[P ——————- AT

3 This was fha first song Miles Dovis
socordad In VT with fie baed that
inthsdud Puis Covey ond ofers and
i Foliorermd e com which s o ba
thas madal lars, which incheded Corlos
m—h1mmm‘h
anmmm
wem imjused bn e foll of that ywor.

3 Bt thern v ol iroals tokis on the
ponnactron ebeeen palitics and b,
wt on tha allbvem covers by Corky McCoy
oo Cin e Carmar, In Concer, and Big
Fun, whers o eollaciion of comically
cvardiemn Rgueras Fram thas “scana” [girls
in platiarem vhoe, “pimpa” in fonay hata)
represent o (desirabla] Miles Davis
corliegery, Thars ora aectivisis with bufiaes
p—
colors [block-red-greas), bt thay are
pidm-dmi-qnlqnﬂlm"l’mw
or Vigbe Miles.”

4 Ses John Sowed, So What: The Lis of
Miles Maw York, 2002, pp332-34,
5 Thid, p199.

& Bt Weinberger, Tha
Cemers Peophs,” in Visualizing Thecry:
Salected Eusoys from VAR, ed. Luciea
Taybor [Mew Yok, 2009), pp.3-26.

7 Charlii Mingas, Beneath the Underdog
M Yosrke, V51).




From Wikipedia

Luanda-Kinshasa runs for more than six hours. Its title points directly to the origins and history of jazz
in Africa.l22l Marking the first time the artist has filmed on location in New York, 22! however, the
setting is a reimagined Manhattan milieu in the 1970s, namely the CBS 30th Street Studio. Featuring
a band of professional musicians improvising together, Luanda-Kinshasa is the documentation of a
fictitious recording at the famed studio.’22l Although Douglas plants subtle period details in clothes,
wall posters and cigarette brands, all attention is on the band — which includes among its 10
instrumentalists the Senegalese drummer Abdou Mboup, the Indian tabla player Nitin Mitta, and the
American drummer Kimberly Thompson — and on the music being made.22

From The Vinyl Factory

* Now Repressed (2nd edition)

* Soundtrack to Stan Douglas' 'Luanda-Kinshasa' video

* Showcased at The Infinite Mix exhibition

* Double 12” heavyweight vinyl *Gatefold sleeve and two printed inner sleeves
* The Eye of the Trumpet essay by Diedrich Diederichsen and Stan Douglas

* Recorded in Brooklyn, New York on June 22nd and 23rd, 2013

Musicians/Contributors: Stan Douglas: Concept/Editing Scott Harding: Producer/Arranger Kahlil
Kwame Bell: Percussion Liberty Ellman: Lead Guitar Jason Lindner: Moog Whirlitzer Abdou Mboup:
Congas Nitin Mitta: Tablas Jason Moran: Rhodes, B3 & Band Leader Antoine Roney: Alto Saxophone
Marvin Swewell: Rhythm Guitar Kimberly Thompson: Drums Burniss Earl Travis: Bass

In celebration of The Infinite Mix, The Vinyl Factory releases the soundtrack to Stan Douglas's
‘Luanda-Kinshasa’. The video is shot like a documentary film on a set carefully crafted to resemble a
legendary New York recording studio.

Stan Douglas’s Luanda-Kinshasa depicts a fictional 1970s jazz-funk band engaged in a seemingly
endless real-time jam. The band’s music echoes the then-current confluence of American jazz, funk
and Afrobeat — a musical fusion made possible, as the video's title indirectly implies, by the emerging
independence and rising profile of African nations.

As the camera appears to seamlessly circle around the studio, the sound mix highlights whichever
musician it lingers on, enhancing the impression that we are watching a live performance. But the
band’s improvisation is actually a construction: intricately remixed by Douglas in the editing room, it
extends through over six hours of ‘alternate takes’ created by recombining various shots and
accompanying sections of music. Conjuring a never-ending sequence of variations, Luanda-Kinshasa
conjures a vision of culture as a potentially ‘infinite mix.’

Through photography, film and installation, the Canadian artist Stan Douglas has, since the late-
1980s, examined complex intersections of narrative, fact and fiction while scrutinising the constructs
of the media he employs and their influence on our understanding of reality.

Douglas's work is often in the first instance an examination of place - Potsdam, Cuba and Detroit
have provided the impetus for, respectively, Der Sandmann (1995), Inconsolable Memories (2005)
and Le Détroit (1999) - but entangled with the detail of specific geographical and political
circumstance is a diverse range of source material that has included the writings of Franz Kafka,
Samuel Beckett, Theodor W. Adorno and ETA Hoffmann, and the films of Alfred Hitchcock and Orson
Welles.


https://en.wikipedia.org/wiki/Stan_Douglas#cite_note-Stan_Douglas:_Luanda-Kinshasa-22
https://en.wikipedia.org/wiki/Stan_Douglas#cite_note-davidzwirner1-23
https://en.wikipedia.org/wiki/CBS_30th_Street_Studio
https://en.wikipedia.org/wiki/Stan_Douglas#cite_note-davidzwirner1-23
https://en.wikipedia.org/wiki/Senegal
https://en.wikipedia.org/wiki/Drummer
https://en.wikipedia.org/wiki/India
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While we may recognise the literary, filmic or musical references, along with the stories, places or
even characters appropriated in these complex works, expectations are often frustrated. Instead of
narrative fulfilment, Douglas offers us complexity, perplexity and doubt. The artist has remarked that
'life is all middle' and in Douglas's work the viewer often finds himself plunged into events whose
beginnings are obscured and whose ends seem to dissolve into mutability.

For instance, the films Journey Into Fear (2001), which makes reference to Eric Ambler's 1940s spy
novel as well as Herman Melville's 1857 novel 'The Confidence Man', and Klatsassin (2006), which
referring to Akira Kurosawa's 1950 film Rashomon reveals details of a murder in nineteenth-century
British Columbia through a series of sometimes contradictory flashbacks and anecdotes, unfold over
many days.

Both are examples of Douglas's 'recombinant' works - sequences of imagery and dialogue generated
by computer as permutations that are capable of running without repetition for timespans way in
excess of the conventional art-viewing experience. As such, the works unmoor themselves from
formal requirements of narrative and expectations of authorship as they liberate the viewer to
reflect on the contingencies of truth in the wider world.

It is no coincidence that Douglas often chooses to locate his work where failures of political and
social systems are most apparent. His critical eye focused on events that could have taken a very
different turn, Douglas attunes us to the possibility of alternative outcomes. Born in Vancouver in
1960, Stan Douglas has been the subject of numerous solo and group exhibitions at prominent
institutions worldwide.

From Fondation Pinault

The film Luanda-Kinshasa film by Stan Douglas takes place in the carefully reconstructed setting of
the legendary Columbia Records recording studio as it was in the 1970s. Known to many as “The
Church”, housed in a former Armenian church, this legendary New York studio, which saw Miles
Davis play and Aretha Franklin sing, hosted some of the most iconic recordings in the history of
contemporary music from 1949 to 1981.

Luanda-Kinshasa retraces a fictional musical recording. Musicians improvise a piece togetherin a
visual environment which, from the style of dress of the protagonists to the recording equipment,
helps to recreate a vintage and paradoxically unclassifiable, timeless atmosphere. An offbeat recall.
The film composes and recomposes the montages in a random way to create a quasi-hypnotic loop
of 6 hours of immersive music.

The title refers to two historical events: the mythical boxing match between Muhammad Ali and
George Foreman in Kinshasa in 1971 and the liberation of the Angolan capital Luanda in 1974-75.
Immersed in the imaginary world of the mid-1970s, surrounded by fake girlfriends, fake technicians,
and fake journalists, the three guitarists, four percussionists, two keyboard players, and a single
clarinettist play their roles with an unsettling and meticulous faithfulness. Without names, without
words, this entirely fictional jazz funk jam also has a political dimension. Douglas explains that he was
also inspired by Jacques Attali’s idea that musical formations can anticipate and carry a vision of new
social formations.

With this film, drawn into the big screen, the viewer is fascinated by a moment that they sense as
key, behind the scenes of the history of music, and yet they are faced with a piece of fiction, carried
away into an indefinite and subjective time, immersed in an almost infinite process of composition.



The artist returns to the African roots of the New York music scene of the seventies. The influence of
Afrobeat is central, with a marked interest in musical fusions. Throughout this improvised score, the
virtuosity of the musicians, their individual and collective playing, becomes palpable and exhilarating.

Stan Douglas

Stan Douglas was born in Vancouver in 1960, where he lives and works. He makes artworks (films,
photographs, and installations) that show certain places or events in a new light. He is interested in
the social aspect of progress in Western societies, particularly utopian philosophies, and their divisive
political and economic effects. His questioning of the structural possibilities of film and video,
supported by elaborate narrative frameworks, has produced many avant-garde works of
contemporary art. Stan Douglas draws on the Hollywood film genre (including crime films and the
western) and classic literary works (most notably those of Samuel Beckett, Herman Melville, and
Franz Kafka) to create the contextual frameworks for his complex projects grounded in extensive
research over time.



From the New York Times

www.nytimes.com/2014/02/14/arts/design/stan-douglas-luanda-kinshasa.html

Art & Design

Stan Douglas: ‘Luanda-Kinshasa’

Art in Review

By HOLLAND COTTER FEB. 13, 2014

An installation view of Stan Douglas’s jazz-jam film “Luanda-Kinshasa,” which runs more than six
hours, at David Zwirner. Credit Courtesy the artist and David Zwirner, New York

David Zwirner 533 West 19th Street, Chelsea Through Feb. 22

An obvious precedent for Stan Douglas’s monumental 2013 jazz-jam film “Luanda-Kinshasa” is his
great 1992 video installation “Hors-Champ” (“Off-Screen”), which was a kind of aural essay on free
jazz as an expression of the black consciousness of the 1960s, particularly in Europe where many
black performers at that time found a home.

For the video, Mr. Douglas recreated a vintage 1960s-style French television recording room and
filmed a quartet of musicians who improvised on Albert Ayler’s 1965 “Spirits Rejoice,” threading it
through with strains of the “Marseillaise” and the American national anthem.

On one screen we saw a short, edited-for-television version of the session, and on the other, the
whole gloriously spun-out performance.

That piece ran about 14 minutes total; “Luanda-Kinshasa” runs for more than six hours. Its title
points directly to the origins and history of jazz in Africa. But the setting is a reimagined Manhattan
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milieu in the 1970s, namely the studio known as “the Church,” which was the scene of landmark jazz,
pop and classical recordings by Miles Davis, Aretha Franklin, Glenn Gould and others.

Although Mr. Douglas plants subtle period details in clothes, wall posters and cigarette brands, all
attention is on the band — which includes among its 10 instrumentalists the Senegalese drummer
Abdou Mboup, the Indian tabla player Nitin Mitta, and the charismatic American drummer Kimberly
Thompson — and on the music being made.

And the music has an element of fantasy. What appears to be a straight-through improvisation is a
looping patchwork of edited and repeated parts. Just when the playing seems to be logically winding
down, someone tinkles a chime, or strikes a chord, or hits a downbeat and everything revs up again
until the next false pause.

Mr. Douglas has said that he was influenced by Jean-Luc Godard’s 1968 Rolling Stones film
“Sympathy for the Devil,” with its intersplicing of recording sessions and political film clips. But he
seems to be after something different in “Luanda-Kinshasa.”

Cultural politics are here to be read (certainly gender politics: Ms. Thompson is the only woman in
the band), but over all the film is about the poetics, as much as the politics, of music. It’s about jazz
as a pan-cultural transport, a kind of freedom train that goes on and on.

As a listener you can come aboard at any point, stay as long as you please (I stayed a long time), and
get off where it suits you. No matter how long you ride, you’ve done some time-traveling and you’ve
been somewhere global.

Correction: February 13, 2014

An earlier version of this review referred incorrectly to the artist in one instance. As the review
correctly notes elsewhere, he is Mr. Douglas, not Mr. Gordon.

A version of this review appears in print on February 14, 2014, on Page C30 of the New York edition
with the headline: Stan Douglas: ‘Luanda-Kinshasa’. Order Reprints| Today's Paper|Subscribe
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533 West 19th Street  Fax 212 727 2072

Davi d Zwi FNEer  NewYork NY 10011  Telephone 212 727 2070

For immediate release

STAN DOUGLAS

Luanda-Kinshasa
January 9 — February 22, 2014

Opening reception: Thursday, January 9, 6 — 8 PM

Press preview with the artist: 5:30 PM

David Zwirner is pleased to debut a new film by Stan Douglas, on view at the

gallery’s 533 West 19" Street space in New York.

Marking the first time the artist has filmed on location in New York, Luanda-
Kinshasa is set in a reconstruction of the legendary Columbia 30" Street
Studio, which was based in Midtown Manhattan and home to some of the most
renowned musical recordings of the twentieth century. Operated by Columbia
Records between 1949 and 1981 in an abandoned Armenian church on East
30 Street, the studio was popular with artists working across all genres. Miles
Davis's Kind of Blue (1959), Bob Dylan’s Highway é1 Revisited (1965), and
Pink Floyd's The Wall (1979) were amongst the seminal records made at “The
Church,” as were Glenn Gould's Bach: The Goldberg Variations (1955), Vladimir
Horowitz's Complete Masterworks Recordings (1962-1973), and albums by
Leonard Bernstein, Johnny Cash, Aretha Franklin, Billie Holiday, Charles

Mingus, and many others.

Featuring a band of professional musicians improvising together, Luanda-
Kinshasa is the documentation of a fictitious recording at the famed studio. The
decade is the 1970s and an array of stylistic and ethnic influences is apparent. Pianists, saxophonists, trumpeters, drummers,
and guitarists play while a sound engineer works on the tunes and an entourage of girlfriends, journalists, and record label
staff hangs around more or less listlessly. Context is provided by fashion styles, musical equipment, tobacco and drinks labels,

while newspaper headlines offer a subtle reminder of the outside world.

Luanda-Kinshasa expands Douglas’s interest in the African origins of the music scene in New York in the early 1970s. In his
series of photographs from 2012, Disco Angola, he drew parallels between the burgeoning disco culture in the United States
and the Angolan liberation struggles following the end of Portuguese rule. Foreign influences and an affinity with Afrobeat
are widely discernible in the reconstructed studio, as is a broader curiosity in synthesizing sounds and genres. Similar to many
of Douglas’s previous films, which have involved arbitrary loops that at times take days to unfold, Luanda-Kinshasa combines
and recombines edits to allow for musical variations. The emphasis is on the compositional process itself, rather than a

finished composition.

(continue to next page)



Luanda-Kinshasa draws inspiration from Jean-Luc Godard's filmic portrait of the Rolling Stones recording their hit single
"Sympathy for the Devil” (Sympathy for the Devil, 1968). Godard's film is known for interweaving shots of the band recording
and re-recording passages for the song with seemingly unrelated clips showing Black Panther militants, ultimately using
its struggle to arrive at a finished product as a metaphor for the political climate of the times. Douglas’s experimental style
similarly defies linear expectations of narrative, while his ready-made contextual framework furthers his own hybrid and unique

genre of staged reportage.

Stan Douglas was born in 1960 in Vancouver, where he continues to live and work. He was one of the first artists to be
represented by David Zwirner, where he had his first American solo exhibition in 1993. Luanda-Kinshasa marks his twelfth solo

show at the gallery in New York.

Stan Douglas: Photographs 2008-2013, a major survey of the artist’s recent work, is currently presented at Carré d'Art — Musée
d'Art Contemporain in Nimes, France (through January 26, 2014), which will travel to Haus der Kunst in Munich. Also now on

view is Stan Douglas: Abandonment and Splendour at the Canadian Cultural Centre in Paris (through January 17, 2014).

In 2012, Douglas received the prestigious Infinity Award from the International Center of Photography, New York. He was
recently the recipient of the third annual Scotiabank Photography Award in 2013. A solo exhibition will be organized on its
occasion and shown at the Ryerson Image Centre in Toronto (opening May 1, 2014), as part of the 2014 Scotiabank CONTACT
Photography Festival. The exhibition will be accompanied by a catalogue published by Steidl. Another solo show of Douglas’s
work is planned for fall 2014 at The Fruitmarket Gallery in Edinburgh.

Premiering in March 2014 at the Arts Club Theatre Company in Vancouver, Helen Lawrence is a new multimedia theatre work
conceived by Douglas. Created in close collaboration with acclaimed screenwriter Chris Haddock, the project innovatively
merges theatre, visual art, live-action filming, and computer-generated imagery. Douglas worked with a team of 3D artists and
programmers to virtually construct the set, which will further be available to audience members to explore in advance through

a 3D augmented reality app called Circa 1948 produced by the National Film Board of Canada.

Over the past decade, his work has been the subject of solo exhibitions at prominent institutions worldwide, including the
Minneapolis Institute of Arts, Minnesota (2012); The Power Plant, Toronto (2011); Staatsgalerie Stuttgart and Wurttembergischer
Kunstverein, Stuttgart (2007); The Studio Museum in Harlem, New York (2005); kestnergesellschaft, Hanover (2004); and the
Serpentine Gallery, London (2002).

Major museum collections which hold works by the artist include the Art Gallery of Ontario, Toronto; Centre Georges
Pompidou, Paris; The Israel Museum, Jerusalem; Museum of Contemporary Art Chicago; The Museum of Modern Art, New
York; National Gallery of Canada, Ottawa; San Francisco Museum of Modern Art; Solomon R. Guggenheim Museum, New

York; Tate Gallery, London; Vancouver Art Gallery; and the Walker Art Center, Minneapolis, Minnesota.

For all press inquiries, please contact
Kim Donica at David Zwirner +1 212 727 2070 kim@davidzwirner.com
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