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CANADIAN NOTES

COMPILED BY PUBLISHER JOHN NORRIS

THE RAY BROWN TRIO WAS THE SWAN SONG BOOKING

for Toronto’s Bermuda Onion. The club closed late September after
presenting an impressive array of top talent. Pianist Benny Green and
drummer Jeff Hamilton were with Ray Brown for this swinging finale.

D OWNSCALING is fash-
ionable these days and
this has occurred within the
jazz community as well. De-
spite a generally gloomy at-
mosphere the Pilot Tavern
opened up a new and much
larger showcase for jazz in later
November. It launched the
room with a week of “theme”
nights with some of Toronto's
most popular jazz artists. A
key factor in the room’s initial
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success has been its “no cover”
policy. Other venues are still
grappling with the up and
down flow of customers.

The Toronto Downtown Jazz
Society (producers of the
DuMaurier Downtown Jazz
Festival) has established a
membership vehicle for jazz
support. Known as the
“Friends” of the society it of-
fers discounts on a variety of

events and commodities. In
November it co-sponsored a
concert with Italian virtuoso
Georgio Gaslini and pub-
lished the initial issue of its
newsletter. Call (416) 363-
8717 if you are interested in
becoming a “friend” of jazz.

Scott Hamilton and Terence
Blanchard were instrumental
headliners at the Senator dur-
ing a fall “Festival Of Ameri-

can Song". Carol Sloane, Blos-
som Dearie and Susannah
McCorkle made rare appear-
ances in Toronto and Trudy
Desmond chose the club as
the launching pad for her new
recording on Jazz Alliance.
Tailor Made s the vehicle for
an extensive public relations
campaign to expand the audi-
ence for the Toronto-based
singer. She did one nighters at
Catalina’s (in Los Angeles),

- Kimball’s (in San Francisco),

The Blue Note (in New York)
and Sculler’s (in Boston) im-
mediately following the Sena-
tor gig and performed at Blues
Alley (in Washington) on
January 11th.

In The Key Of Oscar is the
title of an in depth documen-
tary on the life and music of
Oscar Peterson. Its premiere
was a gala night at Toronto's
Roy Thompson Hall which
included a performance set by
Peterson’s quartet. The Film
was then shown on CBC TV
and is now being distributed
in video form by The National
Film Board of Canada. It's a
very personal portrait of a
complex and highly moti-
vated personality.The sensi-
tive direction by Peterson'’s
niece Sylvia Sweeney is a key
to its integrity. Complement-
ing the video is a CD contain-
ing five selections by OP’s
quartet recorded live at the
Bermuda Onion and 7 selec-
tions drawn from electronic
realisations of Peterson’s
imagination.

Archie Alleyne’s The Evolu-
tion Of Jazzis set for a concert
presentation February 14th at



TORONTO e PETERBOROUGH ¢ HAMILTON ¢ VANCOUVER

Artspace in Peterborough. The
show has also been adapted
for radio presentation in Feb-
ruary on the CBC. It will be
heard in four weekly segments.

THE FRENCH LANGUAGE
network of the CBC has
a new jazz program heard
Monday to Friday at 10:30 pm.
Also heard on a regular basis
on Toronto’s CJRT are live
concerts from the Ontario
Science Centre. The Decem-
ber 14th concert by the Barry
Elmes Quintet attracted a full
house and offered excellent
music by some of the city’s
finest jazz performers. Kevin
Turcotte, Mike Murley, Ed
Bickert, Steve Wallace and
Barry Elmes are artists of in-
ternational stature and the
music heard at this concert
confirmed this. Upcoming in
February and March are con-
certs featuring Bobbi Sherron,
Art Maiste, the Lenny
Solomon Trio, the Ken
Foretran Quartet and Tenor
Madness.

Recordings can be misleading
indicators of a musician’s
abilities. Both Kenny Drew Jr.
and Jodie Christian created
mesmerising sound tapestries
during their solo engagements
at the Montreal Jazz Club
which went far beyond the
promise of their recent record-
ings. November was also a time
for warm reunions with old
friends at the club. Jim Gallo-
way shared the stage with Jay
McShann for a week. A great
deal of tenor saxophone was
heard as the two collaborated
on spur of the moment recol-
lections of past favourites.
Concluding the club’s music
policy for the year was a pow-
erhouse week with Oliver
Jones’ Trio. Bassist Dave Young
and drummer Sheri Maricle
worked with the pianist.

Pianist Red Richards was
honoured November 29th at
the Montreal for his many
contributions to jazz over his
long career. The party offi-
cially celebrated his 80th
birthday with music by the
Jim Galloway Quartet, the
presentation of an elegant
plaque and the launching of
his newest Sackville CD - a
collection of piano solos un-
der the title Dreamy. Dan
Mastri and George Read joined
their former leader for a brief
set of music evocative of the
days when this rhythm sec-
tion was the foundation of
The Saints and Sinners.

The Senator was the venue for
the launch of Gene Lees’ lat-
est book on November 23rd.
Jazz Lives contains 100 por-
traits of jazz musicians from
all generations.It combines
the brilliant portrait photog-
raphy of John Reeves and the
written words of Gene Lees.
There are some surprising
choices and it is reassuring to
find adequate representation
of musicians from within
Canada’s jazz community.
Music for the event was pro-
vided by Don Thompson (pi-
ano), Neil Swainson (bass) and
Barry Elmes (drums).

The Mezzetta Cafe (681 St.
Clair Avenue West) presents
Timeshift on February 24th
featuring the talents of guitar-
ist Michael Kleniac, percus-
sionist Geordie McDonald and
saxophonist Ron Allen...In
the lineup at George’s Spa-
ghetti house are Hugh Fraser
(Feb 8-13), Kevin Turcotte (Feb
15-20), Phil Dwyer (Feb 22-
27), Rick Wilkins (March 1-6)
and Alex Dean (March 15-20).

José Amer, director of the Ha-
vana Jazz Festival, visited
Toronto at the end of Novem-

ber to develop closer links
between Canada and Cuba'’s
music communities. A group
of Canadian jazz fans attend
the event and this year’s pro-
gram takes place from Febru-
ary 14-21.

The Hamilton All Star Jazz
band, The Niagara Brass En-
semble and Velvet Glove will
all be heard February 14th in a
special evening of jazz being
held at Hamilton’s Du-
Maurier Centre in an event
co-sponsored by the Canadian
Red Cross and Jazz at St. C's.

Dave Klinger's Classic Jazz
Band and Les Pardoe’s
Quintet provided the music
for the Classic Jazz Guild
of Calgary’s second bash on
January 22nd. The embry-
onic society is on the move
and further information is
available by calling (403)
261-9888...The Coastal
Jazz & Blues Society pre-
sented Kenny Wheeler in
concert January 21st with
the Jeff Johnston Quartet
and guitarist Joe Pass at
Vancouver's East Cultural
Centre on January 25th.

The Europeans are coming!
The Willem Breuker
Kollektief are planning a
March/April USA/Canada tour
and saxophonist Gerd
Dudek's trio are expected to
make the Canadian jazz festi-
val circuit this summer.

There are 820 new entries in
the second edition of the En-
cyclopedia Of Music In
Canada. The massive tome is
the basic reference work for
scholars requiring informa-
tion on all aspects of Cana-
dian music activity. The ex-
tensive jazz coverage has been
the responsibility of Mark
Miller. The book is published

by the University of Toronto
Press and has 1500 pages with
3800 entries and 575 illustra-
tions.

California based Terra Nova
has issued a debut CD by
pianist John Stetch. It fea-
tures Mike Murley, Jim
Vivian and Ted Warren and
these musicians helped

launch the recording with a
cross Canada tour in late
October/early
November...Unity Records
has issued a CD containing
the last recordings of com-
poser/flugelhornist Freddie

Stone. John Nugent, P.].
Perry, Mike Murley and
Vikrama are others to have
new recordings released
through Unity...A first vol-
ume of music from the re-
cordings made by The Dave
McMurdo Jazz Orchestra at
the Montreal Bistro are be-
ing released by Sackville to
coincide with the band's re-
turn to the club for the week
of February 22-27. [ ]

JIM GALLOWAY & NEIL SWAINSON
PHOTOGRAPH BILL SMITH

RED RICHARDS ® PHOTOGRAPHER
UNKNOWN
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INTERVIEW
& PHOTOGRAPHY BY

BILL SMITH

It seems impossible that you are here in
Vancouver playing with an orchestra
of this kind so far away from England.
It must be very difficult to organise the
movement of such an orchestra to
Canada, because that can’t hardly be
done inside of Canada. I'm curious
how you could make this happen.

THERE WERE A LOT OF CIRCUM-
STANTIAL... lots of things that ac-
tually came together, to make this work. The first thing in this tour
was the invitation to go to Victoriaville. This is the starting point.
Last year when I visited Victoriaville to play a solo concert we talked
about the possibility of bringing the orchestra over. The only way we
could bring the orchestra over was to enlist the support of the British
Council. To enlist the support of the British Council one has to really
work on a much grander scale. They are very supportive in some
singular concerts, but they prefer us to do more concerts. Especially
if they are going to spend the money to get us across the Atlantic, and
have us make an appearance in Canada. Ideally the idea would be to
capitalise on the initial idea and expand it. So I suppose on the
occasion of my visit to Victoriaville last year I started talking to Ken
Pickering. We had a kind of joke, I said “Ken it would be really nice
since we're coming to Victoriaville, wouldn't it be lovely to come to
Vancouver”. At the same time as we were having this conversation
he said, “Well, one thing I've always wanted was the original album
of Ode, (Live Recording from English Bach Festival, Oxford. 22nd
April 1972. Released on INCUS 6/7) “Well” I said, “I can probably
find you a copy of that. And he said “That’s going to cost me a lot of
money, isn’t it?” So I said “It may cost you a lot of money, but you
will have the real orchestra then.” So I offered him a copy of Ode for
an invitation to Vancouver. One day we got a call from Ken and he
said “We'll try to make you happy.”

Then the big problem was that Vancouver, is quite a long way from
Victoriaville. What do we do with seventeen people on the road, all
hanging out, we can’t afford that. So we tried to fill in between, and
to do that we got various people to investigate the possibilities of
other concerts here in Canada. And also we made enquiries into the
United States. We came up with not very much. Except John Corbett
in Chicago. He didn’t normally do this sort of thing, but he worked
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BARRY GUY

his butt off. That's the way it is. Since we were here, it seemed to be
a good idea to do, instead of just one concert, two concerts and
possibly some small group concerts as well; to have an expanded
scenario rather than a reduced one. In that way we made it sensible
for seventeen people travelling that far. It means the listeners get a
fairly broad aspect of my writing and and the guys playing. And they
get to hear small free improvising groups. I hope that’s the start of
something else. Because there’s quite a few appearances of the guys
in fairly short concerts, it would be very nice that some of these
groups would be able to come under their own names, at different
times.

It occurred to me at the rehearsal that sat in the orchestra were a handful
of the most important British improvisers who created the whole process
of new British improvised music in the latter half of the sixties. There was
Paul Rutherford, Trevor Watts, Evan Parker, Paul Lytton, Howard Riley,
you, Barre Philips, all to do with that period of music. They are all
independently very creative artists on their own, so does the orchestra exist
because of that time when you all became friends, and it simply grew and
grew?

| WOULD SAY THAT IS PRECISELY IT. I think we have to acknowledge
that within the orchestra almost everybody has their own projects.
They have their own ideas, their own direction, their own sound,
their own desires musically. However, because of that particular
time of the late sixties, seventies, when the music was, in a way,
formulating, we all became firm friends and we have this tremen-
dous respect for each other. Let’s say that the London Jazz Compos-
ers Orchestra (LJCO) was a manifestation of that period. It gave us
another kind of meeting place. And, dare I say, I do see it as a social
institution.



THE LONDON JAZZ COMPOSERS' ORCHESTRA

IN THE EARLY DAYS WE HAD QUITE A FEW CONCERTS, and then because
of financial considerations, because of my own working situation,
there were various problems, we did less concerts, but when we did
get together it was always a great thrill. In fact most of the time
people were catching up on the local news in the profession. In a way
it was a great opportunity to bring together friends that didn’t always
work together. I've been working with Evan ever since those days of
the Little Theatre Club, I've been working with Paul, with Howard
Riley. These days I don’t play with Howard Riley because he has
different ideas of what he wants to promote. So it is wonderful to
work again with Howard in the orchestra. Actually he’s done every
single concert right from the very beginning. I think the point of this
is that this special energy, this special input, this special kind of
music making, is characterised in this ensemble. So whilst everybody
has an individual voice, they have enough time to come along and
say - yes we can exercise our particular voices within this context. It
is terribly important to have these friends, these important musicians
around, and I'm very pleased to have them in the band. I'm glad
they haven’t run away. Some people have been and gone.
Trevor Watts was there early on, he went off for a while to do
some things and came back again. It’s not an on the road
band, it's a project band anyway. I like to have the idea of a
series of projects which are ongoing, pieces that grow, slowly
grow to become more and more space to allow the musicians to
develop. More and more space fOr the piece to develop. So instead
of just going on the road and just playing everything night after
night after night, what we have to do is actually work in periods
which are financially and artistically acceptable. And then make an
intense study of the pieces an intense musical experience. Then we
can go off and do our different things. Then I try to mobilise ev-
erybody again, as and when the situation seems appropriate.

EVAN PARKER (Seated)
TREVOR WATTS (Standing)

THE FIRST ORCHESTRA COVERED
a very very wide area of music, so I
tried through my own composi-
tional methods, to narrow this down
a bit, and actually became more and
more abstract. Whilst we were ex-
perimenting with the improvised
music side in the early seventies, of
refining the language, I was trying
to refine another language which
was the compositional side. What I
was doing, to a certain extent, was alienating some of the musicians.
Derek Bailey left a little while after that because he found it almost
unacceptable to deal with the rigours of this very difficult music. It was
very heavily detailed. Very detailed. So I began to understand that I
was probably going up a slightly wrong path. But very often you have
to do this to discover the other way. What I did was invite any of the
musicians who wanted to write pieces to write pieces. Let’s see their
approach. So Tony Oxley, Paul Rutherford, Howard Riley and Kenny
Wheeler wrote pieces. We had a couple of straight pieces as well. We
played a piece by Krzysztof Penderecki, which was actually written for
the Globe Unity Orchestra. We played a piece by our then director,
Buxton Orr, and also a piece by a composer friend of mine, Bernard
Rands, who actually teaches in Boston now. So there were these
various approaches from the very rigourous side of composing through
to the graphic side of Tony Oxley. It was quite a wide palette we were
dealing with. Also it gave everybody a slightly different focus; it meant
that the composers had to see it from the other side as well. Then it
went a little bit quiet, quieter. From 1977 through 1980 we did
nothing. It also reflects that I was busy on the road doing some other
things. Some straight music. But in 1980 I wrote a piece called Four
Pieces For Orchestra, that’s when Peter Brotzmann and Peter Kowald
were is the band. This in a way signalled another direction. I directed
it. I wanted to try another way to run the band, to put more
responsibility onto the players. Rather than just having somebody
conducting, I wanted some freedom within the sections and freedom
with the way the sections were organised. So that meant that some of
the players had to take on the role of some of the directing. That was
the new direction. Basically the history of LJCO is in three parts. The
first part was Ode, the second phase was when all the guys wrote pieces
for the orchestra, and the third was when I decided to take the helm
again. Because I had a clearer idea of what I wanted to do, it actually
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THE LONDON JAZZ

PAUL LYTTON

became fairly obvious which direc-
tion to go. And I had learnt a lot as
well. Four pieces for Orchestra,
Polyhymnia, Harmos, Double
Trouble and Theoria. So we're up to
date really.

In the period when the orchestra is
beginning it seems that there is Globe
Unity, Mike Westbrook, The Brother-
hood of Breath, all existing in a short
period of time. Why was there such a need for orchestras? After all they were
difficult to organise and not economically viable.

I DON'T KNOW, IT’S VERY INTERESTING I never thought about that, but
you’re right, there were quite a few powerful souls. I think orchestras
begin because of the initiative of certain people. I enjoyed the writing
of large structures I enjoyed the big band sound. Although I wanted
to do something about it under my own terms. I think Westbrook did
the same and JCOA with Mike Mantler, they had a certain direction
they wanted to examine. So I think all of these things tend to be the
idea of singular people. I think it’s coincidence, but also it’s the
cohesion of people, the way the people come together at a certain time
in history. Very often out of a group of people you will get some nut
case like me who will say let’s do something as a celebration for us all.
Everybody had the same idea, the Brotherhood of Breath, Westbrook,s
team, when you find this great rising spirit, this great energy, some-
times you just have to get in there and find a way of reacting to it.

There could be some debate in certain circles as to whether or not this is a
jazz orchestra. I wonder why you would think it was.

WELL LET'S GO ONTO THE OTHER SIDE. I think we can definitely say
it’s not a straight orchestra. Now why’s it not a straight orchestra? It’s
not a straight orchestra because were using improvising musicians, all
of whom grew up in the jazz tradition. At one time I had a few so called
straight musicians in the band, in the first period when the pieces were
getting very difficult, but that was a mistake, it didn’t work at all,
texturally it was quite interesting, but intellectually it was very
unsatisfying. There was no meeting point really. If you define jazz as
being time playing and harmonic sequence playing then o.k. you
could say the LJCO is not playing jazz. Although we do play some time
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things and some sequences. One of the things I was interested in
breaking away from was the regular structures of eight, twelve and
sixteen bars, the song form. Recurring sequences, recurring rhythmic
sequences. The important thing is that we are researching a much
wider area of musical language, based upon the jazz tradition. Inte-
grating the researches and the march forward of technical invention,
a fantastic movement from individual musicians where the instru-
ments have technically flowered. It can’t be straight music, what else
can it be if we are using jazz musicians, so it has to be called a jazz
orchestra.

Was the American big band history an influence on you?

CHARLES MINGUS WAS VERY INFLUENTIAL. I think he was one of the
guys that started to break down the barriers and actually took risks.
Took tremendous risks. Really taking the idea of a large ensemble to
new areas. From that side I realised it could be done within the jazz
ensemble, the big band. From the other side whatI found influential,
listening to extended straight music pieces, or even symphonies,
which I had to do at music college anyway. The question I ask myself
is - Why should one deny oneself the opportunity of dealing with the
large concept, because it's jazz. Why can’t we integrate different
sonorities, different time changes, different areas which actually
reflect the musician. Why can’t we do that, why should we just run
through a series of chord changes and a series of solos strung one after
the other, when there is no need to do that. Mingus started to break
all that down even in his small ensembles. The wonderful time
changes he got into, the way he could slip from one area to another
and create these marvellous moods. One of my ideas was to get a
sonorous and vibrant sound out of the ensemble and if there was ever
an inspiration for that, it was Mingus. The way he made his whole



COMPOSERS'

ensemble sing, and he had that freedom, that was certainly very
influential. Yes.

You play other styles of music, in chamber music groups and classical
orchestras, other than jazz and improvised music?

| USED TO. IN THE LAST FEW YEARS | HAVE DECIDED TO PULL OUT
of that area of the music. I haven’t completely pulled out, I still do
one chamber orchestra and some early music ensembles, but very
little now. The reason for that is, as time was marching on, I was
constantly on the road or in the studio playing Beethoven and
Mozart and Haydn with these various ensembles, and I realised that
I was losing time. Not only in terms of looking after the orchestra,
not only in terms of composing, but also denying myself playing
with small ensembles. One day Evan (Parker) said we're going to
lose you if you don’t think about this seriously. That was a good
moment to say - Hey. Every time they got concerts in Europe I
would be on a tour of the States, then I would come back to work
in the studio doing all the Beethoven symphonies, or something.
So there was very. little time in which to do projects. I decided,
virtually overnight, to knock the whole lot on the head, and say
thank you very much, now it’s time to start reconsidering the
direction. I've moved out of London to get away from the attrac-
tion of the studios. The idea was to focus on a particular area of
music that is most important. That is improvisation, the orchestra
and composition, solo playing, small groups.

Considering how popular the young gentlemen in suits from the
southern United States have become, and how that has become the
new standard for jazz, is it more difficult, in England, to play
improvised music now than it was in the sixties?

ORCHESTRA

PETER McPHAIL
BARRY GUY
HOWARD RILEY

IT HAS TIGHTENED UP. There is a
preoccupation with bebop music
again, and there is nothing wrong
with that, but the big problem is
there seems to be a cut off point
for appreciation, their minds have
closed up. The doors have closed.
On the other hand, because we’ve
been around a little bit longer
playing this music, if there is an
opportunity where a festival wants
some freer aspects, we tend to get asked. So in one sense the whole
thing has closed down, on the other hand because we’ve stuck to
it, some people are saying that we must know what we are doing.
We still manage to continue a reasonably healthy existence. But it’s
much harder, there’s no doubt about it. Even for something like the .
Evan Parker trio (Barry & Paul Lytton) it’s very difficult to try to get
a series of concerts to make a tour. Improvised music or freer music
is seen as lunatics music again. It's gone back to where it started
from.

Politically and economically, there’s no doubt, that in this last
decade, it’s been ruinous for the arts. Certainly in England the
Thatcher government was promoting the idea that there should be
no such thing as governmental help through arts councils and arts
bodies. She was promoting the idea that if you want to get some
kind of subsidy you would have to get sponsorship directly from
the big companies. The big companies of course are as conservative
as hell, they’re only worried about their image, they’re only
worried about where the money is going to come from for their
share holders and to support their directors. The last thing that
enters their minds is that they are going to put some money into
an operation like ours, because it’s the totally wrong image. On the
other hand they can put it into an opera company or a ballet
company which is part of the national institution, the fabric of
society. Because it has the right resonances within the society in
which they move. We don’t move within that society, so what
Thatcher did, and the various corporate business side of Britain,
and the world probably, was take away the consciousness for the
new arts. I'm not just talking about music, that’s painting, writing,
dance, to redirect the peoples consciousness into this almost bleak
scenario of finance and self survival.
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It turns out that it’s not only Britain, but the Canadian prime minister
and the American president did exactly the same thing. So obviously it’s
a whole concept of this modern commercial world. Is there a generation
of players coming from the music that you have invented? This amazing
music.

| GET THE IMPRESSION THAT SOME PEOPLE HAVE been influenced
by some of us, many people acknowledge that Evan has been a great
influence. If we are called the first generation, then the so called
second generation in a way wanted to do the complete opposite to
what we were doing. One of the aspects of the first generation was
to work up on a very high technical plain, to get a refinement of
language and technique. So the technique was established and
therefore you could make your statement without having to worry
about struggling with your instrument. So in fact the instrument
became part of the self. The way you spoke was with a great amount
of fluency, without the instrument getting in the way. To a certain
extent, and this is a vast generalisation, the next generation were
not interested in our type of technical perfection, it was much more
of a grass roots level. Anyone could pick up almost any instrument,
it was almost as if they wanted to take it out into the street and give
instruments out to everybody. Unrefined. Needless to say because
there were some great people involved in it some great music came
out of it. They are very brilliant guys, intellectually they’re bril-
liant. Somebody like Steve Beresford had a university degree. It was
just a different philosophy, a different way of approaching the
music. The first generation came through the rigours of jazz,
learning from people like Dolphy, Ornette Coleman, Albert Ayler,
Coltrane, Mingus, all those fantastically great Americans. I think
there was a need to become familiar with that language, and
because it was so highly defined, you had to develop your own. You
had virtually to go along the same road for awhile before the
change. A lot of the younger generation never went back to there,
but started from their own space, from a different philosophy
completely. Which is fine, I don’t see why everybody should go
back to playing bebop. You don’t have to go back to dixieland so
you can play bebop.

The English jazz element of that generation has gone back to the
tradition just like the American suits, playing this conventional imita-
tion music.

I THINK THAT COINCIDED WITH THE HEIGHT OF THATCHERISM
and the corporate mentality. Because suddenly everybody wanted
managers. I was reading articles in magazines saying my manager
is going to do this for me. I remember one player in England, when
asked what he wanted out of life, saying that first of all he was
going to get his VAT number, which means he was expecting to
earn a certain amount per year, and then a wife, and then a house,
and have some kids, and I'm going to make a lot of great albums.
The only thing I didn’t hear, was about music making. When is the
music coming into this. It was only to do with business. And this
was the whole mentality of the eighties, the whole thing was
rushing headlong into business schemes, product.
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One of the things about the LJCO, and this music, is that it has kept
a fairly low profile because a lot of people don’t like it. It’s been very
carefully considered, the way the music develops, how the lan-
guage develops. It's something to do with the dialect as well. We all
have a different way of speaking but we can all understand each
other. You live in Canada you have a different accent to what I
have, but we understand each other in terms of the music. It's quite
important to realise that some things actually take a long time to
come to fruition. Whereas a lot of the eighties so called culture was
very very quick turning. It was actually at the mercy of the media.
Things would come up one day and then virtually be extinguished
a couple of years later. The idea of the short memory, the quick turn
over product. Everybody was being encouraged to come up with
this yearly product. To keep on changing. It was very unfashionable
to have a long term project.

Childrens toys. They change every season. It's not teddy bears, Leggo or
building blocks anymore. Every season there are new fashions, even for
children.

IT TITILLATES FOR A WHILE, THEN IT'S OUT THE WINDOW. I re-
member the kids toys that we had like Mechano, at least you were
encouraged to look into things, to build things, to understand how
something could be more than instantaneous. You research into
how you can get your Mechano to be one day a crane and the next
day to be a tractor. It actually exercises the mind to be thinking in
the future, thinking a little bit long term, thinking about how you
could construct things in a very interesting way. I despair at video
games, at that mentality, because again it’s the idea of the computer
providing a short term success. You win your game, then you go up
to another level and you win another game, but this gratification
is terribly short term, it doesn’t actually take you on to thinking
about the wider context of things. One of the horrible things about
computer games, to my mind, is it's so singular. It doesn’t encour-
age you to communicate with your fellow human beings. Which is
another one of the spin off from the politics and the corporate
mentality, it seems to have wiped out the idea that we can work
together on a direction, to get on with each other as human
beings. This is why I value so much, these associations with the
LJCO, because it’s not for the want of just hanging on to old
things, it’s actually the best way that I can see of expressing a
type of society. A society where human beings get on with each
other instead of greedily trying to get ahead of each other. We
want to-work together in a humane way. I try to write music that
expresses that. [ |

DISCOGRAPHY
ODE - INCUS 6/7 - APRIL 22/1972
STRINGER - FMP/SAJ 41 - MARCH 26/1980
ZURICH CONCERTS - INTAKT 004/005 - NOVEMBER 11/1987
HARMOS - INTAKT 013 - APRIL 4/1989
DOUBLE TROUBLE - INTAKT 019 - APRIL 5/1989
THEORIA - INTAKT 024 - FEBRUARY 18 & 19/1991



THE BIG BAND CONTINUUM

A LOT OF MYTHS ARE PERPETUATED, a lot of nonsense

talked about the place of big bands in the history of jazz. The accepted view of
the development of the big band and the patterns setfor scoring is rooted in the
work of Don Redman in the twenties with McKinney’s Cotton Pickers and Fletcher
Henderson. Without denying the importance of Redman and those groups, this
is probably an overly simplistic view. James Lincoln Collier in his book about Benny
Goodman has an interesting revisionist opinion, suggesting the influence of a

widerrange of groups, and Ross Russell in his Jazz Style in Kansas City and the South
West gives a clear indication that in the twenties and thirties a proliferation of
territory bands certainly influenced how things developed in big bands.

THE PRINCIPAL MYTH ABOUT BIG BANDS
has to do with the swing era. This myth
suggests that the heyday of the big band was
that period from Goodman’s California ap-
pearance in 1935 to perhaps the declaration of
war at the end of 1941 (though one might
suggest that swing dribbled on to about 1950
or so, struggling with a shortage of manpower
and small group bop.) These few years saw big
band music, with its repertoire of jazz-influ-
enced charts merged with highly commercial-
ized offerings, become a truly popular music.
But the myth goes on to state that really from
about 1950 on big bands were a dead issue in
jazz. I even saw a newspaper review recently
claiming that big band jazz was “archaic”, a
patently absurd statement for this ignores the
fact that from that time on, certain big bands
persisted, not with the range achieved in the
swing era but with more emphasis on jazz-
flavoured charts — think of Duke Ellington,
Woody Herman, Buddy Rich, Maynard
Ferguson, Count Basie who all ran big bands
regularly with occasional disbandings.

Not only that. While it is true that the eco-
nomics of running a big band on that regular
basis, as British writer Benny Green once put
it, “without ending up in the bankruptcy
court,[the leader] must have read, at least
three times through, the collected works of
Aristotle, Machiavelli, Caesar, Shaw and
Churchill,” the big band has continued to be
very much a part of the history of jazz up to
the present.

The difficulties of keeping a big band together
with a stable personnel has been solved in a
variety of ways. The recent college band phe-
nomenon has grown out of the fact that a
student organization can stay together for
three of four years, with a constant supply of
new blood when necessary. A lot of jazz criti-

cism has denigrated the college band
movement as somehow being too self-
contained, lacking in that notion of
testing skills, that playing in the hot-
bed of other experienced musicians,
honing improvisation through the
examples of mentors. Maybe that is a
problem but there’s no doubt that the
college movement has kept the idea
of the big band alive for new genera-
tions and some of the best college
bands have produced interesting
music. Phil Woods has an interesting
suggestion to add to the college band
curriculum. He says students should
learn the rigours of the big band life
by being stuffed on a bus day after
day, unloading, then having to blow
all night before boarding the band
bus again!

THEN THERE’S THE REHEARSAL BAND. Many
jazz musicians love the idea of playing in a big
band and are prepared to give up timeand well-
paying gigs to participate in making big bands
part of their lives so sometimes leaders can rely
on stable personnel that way. Surely that's what
happened through the fifties and sixties and
even later, especially on the West Coast when
that large migration of musicians to the studios
led to the formation of fine big bands — witness
the recordings by Bill Holman, Shorty Rogers,
Maynard Ferguson, Marty Paich among others.
This kind of situation resulted in the formation
of the three best big bands now in existence at
present: the Jones/Lewis Jazz Orchestra (con-
tinuing as more than a ghost band even after the
death of Mel Lewis), the Boss Brass and the Bob
Florence Limited Edition. And perhaps the US
Forces bands can be slotted in here — they
certainly have stable personnel and the Airmen
of Note has shown for some years now that it has
a distinct personality of its own.

REVIEWS
By PETER STEVENS

PHOTOGRAPHS OF THE
THAD JONES/MEL LEWIS ORCHESTRA

By ToNn vAN WAGENINGEN

CODA 11



ometimes big bands have existed under
the sponsorship of agencies. In Europe
big bands still continue — the British
Broadcasting Corporation (BBC) has a big
band and Scandinavian radio keeps big bands
on hand. In fact, while in North America the
idea of the death of the big band was formu-
lated, Europe had some fine big bands, includ-

ing the constantly undervalued (in North’

America at least) Kenny Clarke/Francy Boland
Big Band and bands led by George Gruntz.
And let’s remember how Europe helped the
struggle of Quincy Jones to keep his big band

going.

Even during that time when big
bands were supposedly a dead
issue in jazz, some American cit-
ies had big bands which con-
tinue to flourish at the present
time. And there were some val-
iant attempts to keep big band
music alive in concerts from the
sixties on. There was the marvel-
lous Gerry Mulligan Concert
Band, for instance, and the con-
tinuing presence of Gil Evans.

And even the so-called avant-
garde tried its had at stretching
ideas in big band format. An-
thony Braxton made one splen-
did foray in 1975 documented
on an Arista album and now
there is Vinnie Golia's larger en-
semble. And the Vienna Art Or-
chestra.

AT THE OTHER EXTREME, some
big band scoring now uses elec-
tronic enhancing (if that’s the
right word) to elaborate and extend the rich-
ness of sound, and if one stifles one’s antipa-
thies to musical electronics, then some recent
CDs can be heard as interesting examples. Bob
Belden in his versions of music by Sting (a
project originally mooted by Gil Evans) on
some cuts scores his music in richly sonorous
contrapuntal lines with a little electronic help.
At least two cuts on the CD, Straight From The
Heart, stand up very well in that line of Gil
Evans and equalling some of Evans’ work. Try
They Dance Alone and Roxanne, for instance.
Similarly, two recent CDs by Vince Mendoza,
while more uneven, come out of the Evans
tradition. While Mendoza makes more com-
mercial concessions, some of this music shows
a new approach to big band scoring.

12 CODA

Musicians still love to be a part of that big
band idea. Look at the way some continue to
cohere around the personality of Hugh Fraser
in Canada in the recent recording on Unity,
Veji Now!. One of the best CDs of last year was
Kenny Wheeler’s double CD on ECM which
featured a lot of music for large ensemble.

Though it may not be a deluge nowadays, big
bands still make a splash in the jazz world. The
big band does indeed persist — witness this
batch of recording under review. Unfortu-
nately, after my long preamble suggesting the

liveliness of the big band scene in jazz, not
much in these recordings would lead a listener
to have a sanguine view of the state of big
bands for much of the music on these CDs is
very ordinary, lacking in character and dy-
namic drive.

Jay McShann’s Paris All Star Bluse
(Musicmaster 5052-2-C) certainly has a stellar
cast but there’s something radically wrong
with this big band. It generates very little lift,
producing only a stodgy plod (that’s strange,
given that the best big band drummer, Mel
Lewis, is here). The tempos are slightly too
slow on most tunes and the solos are
uninspired. Ernie Wilkins, an arranger who
normally understands the nature of swing in

big bands, fails here to do justice to the charts
adapted from McShann'’s 40s band. The brass
has little bite or punch so the whole adds up
to a pedestrian performance. Emie Andrews’
vocals are only middling, lacking the power of
someone like Joe Williams who can always
fire up a big band with his rich shouting.
Andrews tends to hover between a quiet ordi-
nariness and a strained harshness. This CD is
very disappointing and mostly, apart from
very few moments, such reliable improvisers
as Phil Woods, Jimmy Heath, Clark Terry,
James Moody, among others, give the impres-

sion of simply going through the motions, all
suffering from an off-night. A turgid medioc-
rity remains the keynote of this concert re-
cording, a sadly mismanaged tribute to Kan-
sas City swing and early Bird that works nei-
ther as nostalgic gimmick nor as felt re-creation.

THE PHILLIP MORRIS COMPANY has spon-
sored a big band led by pianist Gene Harris for
about three years now. The first CD the band
recorded was close to a disaster, the section
work ragged, the soloing undistinguished. Now
the band has got its act together and this
second CD under the title of Gene Harris and
the Phillip Morris Superband (Concord CCD-
4443) is an improvement without being any-
where near exhilarating. The arrangements



are nicely straight-ahead, the tempos on the
whole right, the ballad performances are mel-
low, the playing is crisp and bright, the solo-
ing adequate. But somehow the band never
lets fly. It rarely creates real power, being
generally content to stay in a simple groove
without extending itself. The band has a lot of
solid veteran big band players and some of the
younger musicians who have big band expe-
rience so at least the band sounds capable in a
rather laid-back Basie ambience. But it’s the
Basie sound of the last twenty years, a band
that was competentwithoutever reaching the
heights of the Basie bands of the 30s and 50s.
The Gene Harris Band moves positively but
does not dig into any extensive treatments. It
falls short by not giving soloists much room
and never reaches in its ensembles into rock-
ing riffs to achieve a slowly mounting, burn-
ing climax. Maybe it’s a matter of dynamics;
the range of sound is in a comfortable middle
so the music is pleasant but sharp bite and
attack are missing. It remains pleasant bor-
dering on the lackadaisical.

AT LEAST THE MCGILL SWING BAND on Late
Late Show (McGill 750040-2) declares its in-
tentions clearly and stays with them
throughout this CD. Its re-creations of swing
tunes is briskly efficient, serving the purpose
of playing for fund-raising occasions for the
university. It's good that young players make
contact with that side of the swing/jazz tra-
dition but for die-hard big band jazz fans,
there’s little here that makes much jazz sense.
All the tunes hover around the comfortable
Basie groove again, featuring standards ad
swing classics, even including the notion of
band singers as well. The CD is simply a kind
of nostalgic concept. McGill alumni might
like it, reminding them of dances back in the
old days but if you want to sample what a good
Canadian university band can do with jazz
material, you should listen to this band’s
earlier Day & Night.

THE BOB MINTZER CD The Art of the Big
Band (DMP CD-479) bows strongly in the
direction of the big band swing tradition
but lifts off from that into a jazzier feel.
Take the version of Christopher Columbus
here. I hits a sensibly swinging mid-tempo
beat, two-beat to start with, then settles
in straightahead drive with Scott
Robinson’s loosely tough tenor. Mintzer
then sets up a splashier beat continuing
with different contemporary 'thythms
beyond the tradition.

This scoring is a kind of pattern Mintzer allows
the band to establish after a rather inauspicious
start with a contemporary back-beat on With-
out a Song. This band has an engaging mellow
sound making its point without screaming it
out at the listener. Mintzer gives the soloists
room to move and his original tunes come
across with great verve.

This is a CD worth persevering with. On first
hearing, I was misled into thinking it was
simply an upbeat contemporary version of
swing but in fact on closer listening the band
reveals a real feel for understated swing — the
title track, Elvin’s Mambo and Weird Blues make
forceful statements without raising the band’s
voice. It blows out powertully without pushing
too hard, its rhythmic moves cleverly bounc-
ing along. Not everything works. Occasionally
the band lays back too much but at its best, on
the cuts I've mentioned, there’s a genuine
spirit of commitment to extending a swing
tradition beyond itself in fine jazz statements.
Its mellowness sometimes gets the better of the
band, substituting melodic nuance for sharp
attack but half the cuts on this CD give a real
sense of enjoyable music-making.

| WISH | COULD BE MORE ENTHUSIASTIC
about Lester Bowie’s Fantasy My Way (DIW,
Diw 835) for he is trying for new sounds with
four trumpets, two trombones, French horn,
tuba, drums and percussion. The lack of
acoustic bass leads the group into a persistent
heavy sound and often the sound bogs down
into thick brass mush. And the music comes
out of the most undistinguished side of Bowie’s
musical character. I've never really under-
stood his fascination with rhythm and blues
and soul-funk and he sometimes seems to be
parodying those forms. This band pounds on
along these lines but no tongue-in-cheek sur-
faces here; it sinks in repetitive phrasing with
thick rhythms. Occasionally the band sets off
interesting brass-muted sound against open
horns. The percussion is often busy but un-
fortunately it rarely sets the band going. The
group tends to rely on oom-pahish sounds for
its thythmic impetus and often that gibes the
music an unwieldy flavour. Added to that is a
reliance on vamps and simplistic back-beat
drumming. At times the group produces rich
sonorities and the solos, especially from
trombonists Frank Lacy and Steve Turre, and
Bowie’s own brand of half-valve, growls and
squeals, his lower register smears coming on
like a latter-day Rex Stewart, are effective. But
on the whole the playing and arrangements

lack adventurous turns so it remains a rather
heavy-handed set of tunes.

| CONSIDER THE THAD JONES/MEL LEWIS Jazz
Orchestra to be the finest big band after
Ellington and Basie. It is to Mel Lewis’ credit
that he continued the band after the departure
of Jones and the albums he recorded under his
sole name have never really been given their
due. And the Mel Lewis Orchestra is continu-
ing, not merely as a ghost band, and the first
CD the band has recorded without Lewis, To
You: A Tribute to Mel Lewis (Musicmasters
5054-2-C) is certainly the best CD of this batch,
exemplifying the possibilities inherent in big
band playing by extending the tradition and at
the same time defining its own personality,
generating its own writers from within its ranks.
It harks back to its own past with a fresh re-
reading of a Bob Brookmeyer original written
years back ABC Blues,and Ken Werner opens
out the Brookmeyer ambience with his ex-
hilarating tribute to Brookmeyer simply titled
with that composer’s name. These two tunes
are at the centre of the CD, surrounded by a
brightly bouncy Nightingale Sang in Berkeley
Square, arranged by Ed Neumeister who provides
a brief but plangent trombone solo on the title
cut, an old Thad Jones tune.

The CD starts with a quirky tune,Paper Spoons,
by former pianist with the band Jim McNeeley.
It’s not entirely successful, a simple repetitive
theme that McNeeley pursues through a whirl
of stop-and-go variation, back-tracking, repeti-
tions, interspersed with the gutsy tenor of
Ralph Lalama.

The band’s ensemble playing is crisp, the ar-
rangements pitting the sections against each
other but also opening them out with merging
and cross-patterns, and the scoring for wood-
winds with soprano adds a different sound:
And while no big band can really replace Mel
Lewis, Dennis Mackrel, coming along under
the aegis of Lewis himself, certainly manages to
give the band a similar splashy lift like Lewis’
but without quite the same verve.

This is the only CD here I can wholeheartedly
recommend as a genuine contribution to the
tradition of the big band, music that is rooted
right and offering its own presence to the
continuing development of big band music.

Peter Stevens is an English professor at the University

of Windsor, a poet, and hosts a regular jazz radio
program.
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wo Takes oN JELLY ROLL MORTON

Never one for false modesty,

Jelly Roll Morton would probably accept

as his due the fact that two strong musical
productions are currently depicting his life.

JELLY’S LAST JAM, A SLAM-BANG, RAZZLE-DAZZLE,
multi-million-dollar Broadway musical, has been playing to
packed houses at the Virginia Theatre since opening on April
26, 1992. It will no doubt run for years in New York City, and
it's a safe bet that touring companies will be taking the show
to other cities before too long. In this Broadway show, master
tap dancer Gregory Hines portrays Morton as so nasty a
fellow that if Morton were alive, he could probably sue for
character defamation.

Meanwhile, Jelly Roll Morton: A Me-Memorial, a beguiling
little two-man show starring song-and-dance man Vernel
Bagneris and pianist Morten Gunnar Larsen, originally
booked for a four-week-run at Michael’s Pub in New York City
on October 13, 1992, after some successful try-outs abroad,
starting at the 1990 Oslo, Norway, Jazz Festival, is now in its
t