
16th ANNUAL STUDENT MUSIC AWARDS

•r

azz, Blues & Beyond

: K?.

May 1993, $2.50 U.K. £2.00 Can. S3.25

Joe’s 
Year At 
The Top

Tenor Star 
Joe Henderson

Wes Montgomery 
A Guitar Legacy

Peter Erskine
Bill Frisell 

Blindfolded
Miles Davis 

he Legend Grows
; L



INSIDE DOWNBEAT May 1993

VE
R

YL
 O

AK
LA

N
D

© JOE HENDERSON’S 
Year At The Top,
by Zan Stewart.
Cover photograph by Susan Ragan.

FEATURES
© WES MONTGOMERY 

Birth Of The Modern Guitar, 
by Bill Shoemaker.

© PETER ERSKINE 
Swing Simple,
by Michael Davis.

© THE 1993 DOWN BEAT 
STUDENT MUSIC AWARDS 
DOWN BEAT’S 2nd Annual 
Achievement Awards for Jazz 
Education

DEPARTMENTS

ON THE BEAT, by Dr. Donaldson Byrd.

0 CHORDS & DISCORDS 

© NEWS

© RIFFS

CD REVIEWS: Ahmad Jamal; Bob Belden 
Ensemble; Ginger Baker; Masters of Reality; Sun Ra: Sun 
Rise, Sun Set; John Blake; New And Used; Dave Valentin; 
Joshua Redman; Donald Brown; Various Artists: String 
Spring Cleaning (2); Dewey Redman; Dave Samuels;
Various Artists: Collective Migrations; Various Artists: 
Furious Fire; Max Roach; Peter Erskine; Jerry Granelli; 
Daniel Lanois; Marlon Jordan.

BLINDFOLD TEST: Bill Frisell, by Dan 
Ouellette.

CAUGHT: The Music Of Frank Zappa, by Bill 
Milkowski; Ira Suliivan/Von Freeman/Ernie Krivda, by 
Nancy Ann Lee; Spencer Barefield/Don Moye/Ed Wilkerson 
Trio, by John Corbett.

© ARCHIVES: Marcus Miller.

© AD LIB: “The Digs,”by Bob Belden.

© PRO SESSION: “The Business Of Music— 
Court Is Not Fun,” by Antonio J. García.

PRO SHOP: “Subtleties Of Sound—Mike 
Cain’s Electronic Keyboards,” by Martin Johnson.

© SOUND BYTES/AUDITIONS:
Musical tidbits/young musicians deserving recognition.

0



OVERDUE ACCOLADES DOWNBEAT May 1993

SU
SA

N
 R

AG
AN



Joe Henderson’
By Zan Stewart

n jazz, 1992 will always belong to Joe Henderson.
The jazz veteran, who first raised goosebumps with his 

telling solo on Horace Silver’s “Song For My Father’’ in 1965, swept 
the primary categories in DB’s International Critics and Readers 
polls, capturing Jazzman of the Year, Album of the Year (for Lush 
Life: The Music Of Billy St rayhorn), and the top Tenor Saxophonist 
slots. Lush Life has gone on to sell more than 100,000 copies—far 
and away the 56-year-old homman’s best-selling album.

1993 looks to be a bang-up annum as well. In January, Henderson 
went to Washington, D.C., to play at two of the Presidential Inaug
ural balls. The day after his latest Verve album, So Near, So Far 
(Musings For Miles), was released, the voters of the National 
Academy of Recording Arts and Sciences awarded the resilient 
jazzman his first Grammy. Henderson won the 1992 Best Instru
mental Jazz Solo Grammy for the track “Lush Life,” an unaccom
panied performance that came in ahead of such stalwart contenders 
as the late Stan Getz and Wynton Marsalis.

Perhaps it’s time for Joe Henderson, a native of Lima, Ohio, who 
established himself in Detroit before moving to New York in the 
early '60s, to begin considering the requisite problems that attend 
the arrival of fame.

But Henderson—whose style incorporates the hard drive of 
Sonny Rollins, the lyrical invention of Charlie Parker, the ethereal 
tone of Getz, and the experimentation of Ornette Coleman— 
doesn’t think like that. He’s far more concerned with where he’s 
playing next, and whether or not to use a clip-on mic on the bell of 
his horn rather than if Time or Newsweek are going to put him on 
their covers.

Still, it’s next to impossible for the acclaimed saxophonist—who 
has made numerous albums under his own name and has appeared 
as a sideman with everyone from Herbie Hancock and Chick Corea 
to Freddie Hubbard and Miles Davis—not to have some response to 
all the hubbub that suddenly surrounds him. As far as Henderson’s 
concerned, the notoriety he’s receiving is perfectly okay, though, 
yes, it is a bit tardy in coming. What really irks him is the idea that’s 
being propagated in some quarters that he’s in the midst of a 
comeback: Henderson is adamant that he’s been here all along.

“I guess I’m supposed to be so taken aback by all this late 
adulation, all of this acknowledgement that’s coming down the pike 
now,” says the thin, soft-spoken Henderson, sitting at the cluttered 
dining-room table of his large, three-story home in San Francisco, 
where he’s lived since 1972.

“And I am,” he adds, looking down at his hands, in thought. “But 
I’m busy doing what I’ve been doing all the time, for over 20 years. 
I'd like to consider myself a pretty serious person about music. Not 

overly serious to the point where the fun is gone from it. This game 
has been pretty good to me. And this is probably why I’m here.

“I’m aware of all the stuff that’s been going down recently, and I 
appreciate myself for not allowing it to direct me, even uncon
sciously. I have known people who were really [affected] after 
seeing their name in print. That’s something that didn’t have the 
importance for me. I mean, I was too busy having fun dealing with 
these interesting chord changes and trying to write some interest
ing melodies and trying to do some unusual orchestrating for the 
band that I had to have been concerned with whether the proper 
number of people had copies of Song For My Father or Page One or 
In ’N Out. Other people kind of did that for me.”

If Henderson’s career has not been as well-noticed in his own 
country, the saxophonist has been likened to a “favorite son” for 
decades on the continent. In 1992 alone, he played festivals in Spain, 
Italy, Germany, and Scandinavia.

“In Europe,” he says, smoking one of several Winston 100s he lit 
up during that afternoon conversation, “they hear things like ‘the 
return of Joe Henderson’! It kind of seems ridiculous—I’ve talked to 
some people in Germany that I’ve seen pretty much every year over 
the last 20, 25 years. And they’re like, ‘What are those people 
talking about? I’ve seen you at least once ever}7 eight months, if not 
once a year, sometimes three times a year, every year.’ They don’t 
understand it; I mean, they laugh, like it’s a big joke or something.

"I did some interviews in Holland with people who said they were 
downright angry about it. ‘People in the U.S. wait ’til this guy gets to 
be 50, 55 years old to tell him something that they should have told 
him 30 years ago.’ In some ways, Europeans are maybe a bit more 
refined about dealing with the human part of it. That is, treating the 
musicians over there like they deserve some kind of special place in 
society.”

what’s held Joe Henderson’s acceptance back in the 
U.S. ? The lack of a good record contract is one possible 

answer—though Blue Note gave him a good push in the mid-’80s, as 
did Milestone in the ’70s. Another possible answer is the drying up 
of the U.S. club circuit that thrived in the ’60s and '70s—when 
Henderson was at an early peak. And the saxophonist has not been 
one, as he’s admitted, to focus on the more mundane aspects of 
fostering a career, such as being readily available for interviews, or 
making the promotion of an album a priority.

But now that he’s signed with Verve, doors long closed are finally 
opening. And with the winning of the Grammy, Henderson no doubt 
will find greater appreciation for his wares at home than he has in 

© DOUBLAT Moy 1993
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the past.
This already has proved to be the case. In February, prior to a 

weeklong engagement at New York’s Fat Tuesday—where he led a 
quartet with guitarist Mike Stem, bassist Dave Holland, and 
drummer Ai Foster—Henderson went to Central Park and heard 
piano giant Hank Jones at the Tavern on the Green nightspot. That 
evening, the hornman was treated to the type of welcome that

“In some ways, Europeans are maybe a bit 
more refined about dealing with the human

part of [a musicians career]. That is, 
treating the musicians over there like they 

deserve some kind of special place in society.”

formerly he only received in Europe, and it shook him up a little.
“Hank introduced me to the audience, and the response was 

incredible,” Henderson remembers with obvious pleasure during 
another chat, this time on the telephone. “During intermission, 
about 100 people came over to get autographs, telling me how much 
they love my music. This is something I’m going to have to learn 
how to accept, because I do appreciate it.”

Henderson undoubtedly will attract still more admirers with So 
Near, So Far, his second theme album for Verve (see “Reviews” 
Mar. ’93). Here the tenorman, in the company of guitarist John 
Scofield, plus Holland and Foster, tackles material either written by 
Miles Davis and/or recorded by him. The tunes range from the 
original “Milestones,” recorded in 1947 by Davis with Charlie 
Parker on tenor sax, to “Side Car,” a 1968 Davis vehicle. Also 
included are such tasteful items as “Miles Ahead,” from the great 
Columbia album of the same name with Gil Evans’ orchestra, 
"Joshua,” written by pianist Victor Feldman and recorded on Seven 
Steps To Heaven, and the lyrical title track, from the same album. 
Trumpeter/archivist Don Sickler transcribed these selections off 
the original Davis albums.

The saxophonist—who gave Verve vice president Richard Seidel 
credit for the conception of this project, as well as Lush Life—was 
with Davis for a few months in 1967. This meant that all four 
musicians making the record had known Davis from a sideman’s 
point of view, and thus had greater insight into his music.

“These people, from having spent time with Miles, knew the 
Miles impulse, the Miles feeling, though we weren’t trying to 
recreate that feeling,” says Henderson. “We were there to recog
nize one of the great forces that had been on the planet and who had 
been an important force in all of our lives.”

The project, which was recorded in New York last October, was in 
the preparation stages, off and on, for about six months. That, 
Henderson says, was the hard part—the selecting of the tunes, the 
arranging of schedules, and so on. The playing itself was pretty 
much a snap.

“Once you clear away all the extraneous stuff and get down to the 
music, that’s the easiest thing,” he says. “That’s what we do; we’re 
professional musicians. It was a typical jazz record, made in three 
days.”

Henderson acknowledged that the performances, however, were 
far from typical. “It was way beyond belief that I was able to bring 
together these kind of personalities. I felt fortunate to have been 
part of this myself, with some of the strongest people around 
representing this music. I just wish Miles could be here to hear it."

Joe Henderson at Rudy Van Gelder's studio with arranger Don Sickler (left) 
and bassist Christian McBride.

Asked about his scant tenure with Davis, Henderson conceded he 
couldn’t recall precisely how it came about. “I don’t remember 
talking to Miles, and that still causes some steepness nights. I guess 
the fact that I was there is what’s important. I just heard that I was 
supposed to be part of the band,” which also included, at various 
times, Wayne Shorter, Jack DeJohnette, Tony Williams, and Herbie 
Hancock.

Playing with Davis might have been the highlight of many a 
career, but for Henderson it was almost a detour in his endeavor to 
establish himself as a soloist and leader. “It was great on one level, 
but on another, fate had allowed me to find my own feet; so it was 
anticlimactic in a way. I had been in New York quite a while at the 
time, had been in the studios on my own, and countless times with 
other people, and I was busy trying to explore my own music, which 
was getting the lions share of my attention."

There’s a rumor that Henderson was fired by Davis because he 
indirectly asked the trumpeter, through a third party; for a raise. 
Absolutely untrue, said the saxman. “I left Miles pretty much the 
way I came in. The gig just seemed to end,” he explains. “.And 
besides, the Miles gig wasn’t about money. Throughout my career, 
money has factored in in an almost inconsequential way. There’s a 
higher reason for doing this, not that I don’t know the value of a 
dollar.”

ith the release of So Near, So Far, some fans may 
wonder if the decidedly eccentric Henderson will 

perform material from the album in club and concert dates.
About a year ago, this writer sat with a press representative from 

Verve at the Catalina Bar & Grill in Hollywood, just a few weeks 
after Lush Life had been issued. Not only did Henderson not offer 
any tunes from the release, he didn’t even mention it. (In fairness, 
brevity has long marked Henderson’s stage announcements, which 
often include only the musicians’ names.) Instead, he played such 
favored numbers as Bronislaw Kaper’s “Invitation,” Sam Rivers’ 
“Beatrice,” and his own “Recorda Me.”



A few months ago, the saxman treated listeners at the same club 
to a similar repertoire. What gives? he was asked.

Henderson laughed. “Those tunes, they have no end, they will 
remain as long as there is music to be played,” he says, becoming 
serious. “Also, if you don’t have time to rehearse, well, everybody 
knows those tunes. When you play Strayhorn, you have to know that 
stuff.”

“I think Ive had my own fingerprints on the 
music right from Day One. Since I was in 
Detroit, you knew it was Joe Henderson on 

saxophone.”

So, why doesn’t he keep a regular band that can get a repertoire 
down?

He tries to, basing his ensembles around Holland and Foster. 
“But they aren't always available,” he explains, so he ends up using 
pickup ensembles. One gathers that even if he didn’t, he’d be playing 
“Invitation” and “Recorda Me.” The latter was his first composition, 
written when he was 14, and has been performed basically un
changed since that time, except for a shift of meter from straight 
to a loping bossa nova.

CALL ME LUCKY
by Bing Crosby
as told to Pete Martin
New introduction by Gary Giddins
"One of the most enchanting of all show business memoirs."

—Gary Giddins
"A collection of anecdotes and reminiscences that is as warm 
and witty as any Crosby performance." —Will Friedwald 
SI3.95

BING, SWING, and the 
HARLEM SCENE 
Classic Jazz Paperbacks— 
new from Da Capo Press

SWING OUT
Great Negro Dance Bands 
by Gene Fernett
New foreword by Dan Morgenstern
The only complete story of the great black dance bands who 
dazzled America for over 40 years, enriched by more than 1 50 
magnificent photographs.
S14.95

SHOWTIME AT THE APOLLO
by Ted Fox
"The essential book . . . mandatory for the most casual 
student—as well as for the most ardent fan—of black popular 
music." —Daily News
"Not only a history of that wonderful theatre at 125th Street, 
but also a fascinating insider's view of the Harlem music 
scene." —John Hammond
SI3.95

Available at your bookstore; or call 800-321 -0050.

Da Capo Press 233 Spring Street. New York NY 10013
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“I’ve had people drive 200 miles to hear me play ‘Invitation,’ ” said 
Henderson, who recorded the tune in 1970 on In Pursuit Of 
Blackness (Milestone). “That tune, it’s found a very comfortable 
place in my brain, and it’s a very liked tune. That’s just double fun 
there. There are some tunes that you never really get tired of, if you 
don’t get bogged down with cliches, which can burn you out. 
Because it’s not that the tune is no longer interesting, but how one 
interprets it. If musicians would retire some of their cliches, maybe 
a tune would still be as interesting as when they first started to play 
it.”

What else is on Henderson’s 1993 agenda, besides a few more 
renditions of “Invitation,” and perhaps even some selections from 
So Near, So Fart The saxophonist, who played in Berlin in March as 
part of rallies to protest racial discrimination, travels to Europe 
again this summer. Then in the fall, he will be the guest of honor at 
San Francisco’s Jazz in the City festival, where he’ll perform with a 
big band, string section, trio, and other ensembles. “That’s an 
awesome undertaking,” he admits. “I’ve never imagined myself as 
being a whole festival.” Following the event, Henderson plans to 
take a big band into the studio to record some of his compositions 
for an upcoming Verve album.

Happy to see his career on the upswing, Henderson paused a 
moment, and then philosophized. “I’m really pleased that whatever 
my career has been about has come largely from being my own self, 

not from being associated with other people. I think I’ve had my 
own fingerprints on the music right from Day One.

“Since I was in Detroit, you knew it was Joe Henderson on 
saxophone. I feel very proud about that. I kind of did this. And what 
got me started on the right track was the information that I 
gathered from being around two great parents. That’s oeen largely 
responsible for my success.” DB

EQUIPMENT
Joe Henderson plays an original-series (1954) Selmer Mark VI tenor sax
ophone. serial number 56923, with a Selmer Soloist mouthpiece, size D 
chamber. He uses La Voz medium-soft reeds.

SEEECTED DISCOGRAPHY
(For additional listings, see DB March 1992.)

as a leader
SO NEAR, SO FAR (MUSINGS FOR 

MILES)—'Verve 314 517 674

LUSH LIFE—Verve 314 511 779

THE STANDARD JOE—IRed 123248-2

with various others
JAMES WILLIAMS MEETS THE SAXO

PHONE MASTERS—DIW/Columbia 

53430 (James Williams)

CAUSE AND EFFECT— Muse 5447 (Donald 
Brown)

FORMAN ON THE JOB—Kamei 7004CD 
(Bruce Forman)

POP POP—Geffen 24426 (Rickie Lee 
Jones)

TIT OKK "'^crafted"

JLz IJ1Y Vl A super power chamber sax mouthpieci

the sounds heard 'round the world

ME

• the super sound of silverite metal
• the biggest, richest sound ever
• 250% more of everything you’ve ever wanted
• enhances your flexibility and creativity
• even registers from top to bottom
• flawless intonation
• super responsive facings
• faster technique and easier blowing
• sensational harmonics (altissimo)
• rich and lush sub tones
• everything in a mpc. you’ve ever dreamed of
• truly the world's finest mpc.
♦ with cap and ligature

listen to your top pro’s, they're 
playing on a DUKOFF MPC..

-BELIEVE IT—

(now in limited production)see your local dealer for details
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Birth Of 
The Modern 
Guitar
WES MONTGOMERY

By Bill Shoemaker

makes a jazz legend?
A revolutionary innova

tion? An intriguing biography? A lasting 
enigma or controversy? In the case of the 
late guitarist Wes Montgomery, who would 
have turned 70 this year, the answer is all of 
the above.

During the eight years between his explo
sive entrance onto the national scene in 1960 
and his sudden death of a heart attack on 
June 15,1968, Wes Montgomery did for the 
guitar what Louis Armstrong and Charlie 
Parker did for their respective instru
ments—that is, he established a standard of 
creative excellence that remains unchal
lenged on its own terms, a standard that can 
only be referred to as it is circumvented.

“You have to look at Wes and what his
torically was happening in jazz,” offered 
guitarist John Scofield. “He was the guy who 
took the straightahead music of the late ’50s 
and early ’60s and put it on guitar. It wasn’t 
hard-bop; it was soul-bop. That buildup, 
chorus after chorus, of recurring figures in 
single notes, octaves, and chords—that’s 
jazz excitement. The tradition of Lionel 
Hampton, the mainstream black tradition— 
boisterous, jovial, outgoing, like Cannonball 
Adderley—he put that on guitar.

“The temperament of Wes’ music is amaz
ing, given that this was also the time that 
Ornette [Coleman] and [John] Coltrane 
were taking the music somewhere else. But, 
though he stayed in the mainstream, he 
came up with a way of playing that was 
revolutionary, in a soulful, church-element 
way. It’s all in the sound he got with his 
thumb. He was preaching.”

“His compositions added to the body of
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work produced in the early ’(50s,” guitarist 
Kevin Eubanks emphasized, shedding light 
on a neglected aspect of Wes’ art. “They’re 
original works that don’t neatly compare 
with those of anybody else. Most of them 
have different forms than the standard song 
form, which I think has a lot to do with Wes 
developing his own sound.

“Wes did the same thing Monk did, or that 
Wayne Shorter did. When a musician needed 
something to establish what they did im- 
provisationally, that’s how tunes like ‘Confir
mation’ and ‘Giant Steps’ get written. The 
compositional format that lays out an im
provisational approach goes together. But, 
since Wes was such an incredible guitar 
player, his compositions get overlooked. 
They’re not tunes you’re going to hear on a 
jazz cruise.”

“He was a great comper, too,” added 
guitarist Peter Bernstein, who currently 
records with Melvin Rhyne, the organist in 
Wes’ early ’60s trio. “He would comp like a 

big band, with upper-register, single-note 
figures that would go on for two choruses. It 
goes back to the big band, the riffs of the 
horns against the soloist. His driving sense 
of time with these figures would just lock a 
band into a groove.”

“It was the mindset of the '40s that Wes 
created his music with,” concluded guitarist 
Ted Dunbar. “You had to know the music 
inside-out to be able to play it off the top of 
your head. 'That’s what Wes did.”

he story of Wes Montgomery; as 
it has been handed down to us, is 

fascinating. A newlywed 20-year-old who 
buys a guitar and amp, and learns Charlie 
Christian’s solos, using his thumb, it’s said, 
to keep from disturbing anyone. A working 
man with a growing family, holding down a 
day job, playing Indianapolis lounges until 
closing, and jamming in after-hours joints 
into the predawn hours. A local musician, 
with only a couple of tastes of the big 

leagues, catapulted to instant fame.
Little can be confirmed of Wes’ formative 

years as a Christian-influenced guitarist, 
which span his first public performance in 
’43, playing the solos he had memorized, 
through his ’48-’5O stint in Lionel Hampton’s 
big band, and his return to Indianapolis.

Guitarist Kenny Burrell can’t recall the 
degree of Christian’s influence in Wes’ work 
when he saw Wes play a dance with Hamp
ton, but notes Christian’s pervasive impact 
on their generation. “Christian laid the 
foundation for us, like Charlie Parker did for 
saxophonists. I think the influence of Chris
tian you hear in Wes later on is more of a 
natural influence, like the influence of your 
parents or family, not the superficial type 
where you copy someone else.” The only 
Christian-derived aspect of Wes’ mature 
style apparent to guitarist Jim Hall was Wes’ 
ability to make each note sound as if it was 
downstroked.

Except for brief stints on the road with his

es Montgomery’ was 
the greatest guitarist 

of his day, but not all of his recordings 
rank among the greatest of his era. 
Several of the albums included in the 12- 
CD The Complete Riverside Recordings 
(Riverside 12RCD-4408-2; total approxi
mate time: 13:42:00: ★★★★) are jazz 
classics, but they are leavened in this 
collection by recordings that received 
★★V2 or ★ ★★ stars from DB when 
first issued, and have never proven to be 
misunderstood masterpieces.

Among the classics: The Incredible Jazz 
Guitar Of, featuring the sleek propulsion 
of pianist Tommy Flanagan, bassist 
Percy Heath, and drummer Albert 

Heath; Groove Yard, which details Wes’ 
hand-in-glove work with brother Buddy; 
Bags Meets Wes!, a soulful workout with 
Milt Jackson; Full House, the only club 
recording of Wes’ tenure with Riverside, 
which finds a fired-up Johnny Griffin on 
tenor sitting in with Wes and, arguably, 
his finest rhythm section—pianist Wyn
ton Kelly, bassist Paul Chambers, and 
drummer Jimmy Cobb; and, within the 
jazz-with-strings genre, Fusion!

The close-calls include a session led by 
tenor saxist Harold Land that’s too hard- 
edged to be considered “West Coast" 
jazz, a Nat Adderley date with an intrigu
ing comet-cello-guitar front line, and 
Movin’ Along, a Wes-led quartet session 

featuring one of tenorist James Clay’s 
finer early efforts. Surprisingly, Wes’ one 
date with Cannonball Adderley isn’t a 
sky-opening blues shout, just a solid, 
hard-bop session.

The other surprise is that Wes’ trio 
sessions with Mel Rhyne, a thoroughly 
engaging organist, are among t ie also- 
rans. Though their inventive, unpreten
tious arrangements of Wes’ riginals 
showcased their drill-team-precise, 
dovetailing interplay, a number of tunes 
are bogged down in a loungey mire. But, 
compared to the Montgomery Brothers’ 
date with pianist George Shearing, a 
paradigm of polite jazz, Wes’ work with 
Rhyne is the real deal. —B.S. 



brothers, pianist/vibist Buddy and bassist 
Monk, who had gained a national reputation 
leading the Mastersounds, Wes perfected 
his style in hometown lounges such as the 
fabled Missile Room. “Every story you’d 
hear about Wes Montgomery had something 
to do with incredibility,” Rhyne said of Wes’ 
mid-’50s reputation. Didn’t read music, 
could play almost anything after hearing it 
once—twice at the most—and played for 
hours without repeating himself. “All those 
kinds of stories about Wes were true.”

Dunbar believes an unlikely event con
tributed significantly to the evolution of the 
Montgomery sound. Dunbar accompanied 
Wes to a radio shop, where Wes’ amp was 
modified. “I don’t know what was done,” he 
pointed out, “but you could just touch the 
strings and play the instrument without 
picking with your right hand, making it more 
sensitive when you did use the right hand. It 
improved the timing of the sound. Develop
ing your touch improves your timing. You 
need as much quickness as possible to go on 
to the next note. This showed the insight he 
had—he saw the instrument and the amp as 
the same thing.”

The word about Montgomery7 spread to 
touring musicians, setting the stage for the 
pivotal night when alto saxophonist Cannon
ball Adderley dropped by one of Wes’ after- 
hours sessions at the Missile Room. Can
nonball flipped; had there been a phone, his 
cornetist brother Nat has said, he would 
have called Riverside Records’ Orrin Keep
news in the middle of the night. His enthusi
asm rubbed off on Keepnews when they later 
met in New York, prompting Keepnews to 
seek Wes out. “I had 20/20 eyesight back 
then,” said Keepnews of the first time he saw 
Wes play, “and I was sitting directly in front 
of Wes, but his thumb literally blurred.”

The rest, as they say, is history.

was like the first 
runner to break the 

four-minute mile,” Jim Hall mused, describ
ing Wes’ impact on the national scene. “All 
the guys who came after him would possibly 
be able to play those ferocious octaves, and 
get that great feeling with the thumb—but 
you knew he kind of left the old guys behind, 
which made him that much more exciting.”

Keepnews recorded 12 albums led or co
led by Wes in a little over four years; they 
make up the bulk of the new 12-disc set, The 
Complete Riverside Recordings (see ad
joining story). He was always struck by Wes’ 
boundless creativity and relentless striving 
for perfection.

“When he said he didn’t like a solo, which 
was often, it didn’t mean, 'I’m going to dig in 
a little more here,’ or, Tm going to change 
that run there,”’ Keepnews elaborated. “He 
literally played a different solo. There’s a 
fairly startling example of that on the only 

“Wes was like the first runner 
to break the four-minute 

mile. All the guys who came 
after him would possibly be 
able to play those ferocious 
octaves, and get that great 

feeling with the thumb—but 
you knew he left the old guys

behind.” —Jim Hall

strings album I did with him—Fusion!—a 
version of ‘Tune Up,’ which ends with an 
improvised coda that was faded out early 
when it was mastered. In the box set, you 
can hear four successive complete takes 
where each improvisation is markedly 
different.”

/ o <
First release of the Bremen concert, November 23,1961 o±
Hat Hut Records LTD., Box 461, 4106 Therwil/Switzerland f m

As much as his technical mastery, Wes’ 
Riverside output is a testament to a great 
ear, as many of the dates had little or no 
rehearsal time and included musicians with 
whom Wes had not previously worked. 
Keepnews cites Wes’ album with vibraharp- 
ist Milt Jackson as a prime example of how 
Montgomery, who not only didn’t read music, 
but also didn’t read chord changes, learned 
new, original compositions as fast as any 
reader. It was the same at the Fusion! 
session. “All the orchestra people thought it 
was amazing what Wes did, not having any 
music in front of him, and how what he 
played fit in with arrangements he hadn’t 
previously heard,” recalled Rhyme.

But, more incredible than the music Wes 
recorded for Riverside was the fact that not 
one of the Wes Montgomery Riversides sold 
more than 10,000 copies upon initial release. 
Riverside folded in ’64, and Wes moved on.

Wes became a prototypical crossover art
ist. Though his club dates retained the heat 
of his Indianapolis days, many of his record
ings from ’64 to ’68 epitomized the mid-’60s 
equivalent of today’s “smooth jazz.” He took 
a beating for it, administered by the very 
jazz press that had put him on a pedestal. At 

DOWNBEAT Moy 1993
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the center of this controversy was Creed 
Tayior, who produced Wes’ pop-tune-stud- 
ded albums for Verve and A&M, and his last 
mainstream dates, as well.

“Each session was carefully planned with 
Wes’ involvement,” Taylor said of his work 
with Montgomery: "If I had been so pre
sumptuous to try and bend Wes’ enormous 
talent in any direction that would have 
detracted from that talent, he would have 
walked away and ended the relationship. It 
was always give-and-take.

“A jazz player who tries to provide for his 
family and maintain his art has a double
edged problem. When he becomes popular, 
he’s no longer a jazz artist, he’s sold out. Wes 

jokingly referred to this, and I would say that 
was the price of success. That’s a problem 
you didn’t have during the big-band decades, 
when jazz was actually popular music.”

“There was a time you couldn’t get more 
commercial than ‘My Funny Valentine,”’ 
analogized Eubanks. “Was Miles [Davis] 
commercial when he did that? The fact was, 
there was jazz on all of Wes’ later albums."

“Wes’ work patterns didn’t parallel his 
albums,” explained Keepnews, who re
mained in contact with Wes during this 
period. “There were no outlets for perform
ing the material from the later records for a 
general audience. When you went to see Wes 
in your hometown, you didn’t get the record, 

you heard Wes as he had always been in a 
club. The people who dug Wes before were 
turned off by the records, and a lot of the 
people who liked the records couldn’t deal 
with what Wes did live. If such a success 
story was happening today, Wes would sim
ply be too expensive to work clubs, and there 
would be someone promoting concerts with 
string orchestras.”

As time went on, Wes tired of artistic 
compromise. Taylor had plans to record him 
again in a mainstream setting. But the 
desires and plans went unrealized. Taxed by 
the accelerated pace of stardom, Wes Mont
gomery died in the midst of the crossover 
crossfire. DB

IMPORTED DIRECTLY FROM TANZANIA & MOZAMBIQUE

The Super “GONZ ” I & II (TENOR) 
The Super “ LIEB ” I (SOPRANO) 

“A Hybrid of Technological Achievement”______
Utilizing the latest, sophisticated CAD/CAM computer technology, we are pleased to introduce 
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Designed by Master Artisan Gary 
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'The Gonz" Bergonzi and master 
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SOUND with PERFECT INTONATION, 
producing a "SWEET, "DRY" beautiful 
woody sound.

These dramatically INNOVATIVE 
Original designed mouthpieces, with 
our precision-machined "Mini 
Tracks"™ focus the air flow, economi
cally, into the chamber, resulting in a 
Powerful, rich warm/bright woody 
sound.

Our highly-acclaimed built-on 
ligature, designed to insert into the 
"sleeves" of the mouthpiece, includes 
three interchangeable tone plates, 
allowing selective alterations of 
timbre. Throughout all registers of 
the horn, the full integrity of each 
note is the ultimate prize resulting 
from the natural composition of this 
exotic "sweet" African Granadilla 
Wood.

Every SUGAL Mouthpiece is 
meticulously custom-finished to a 
player's precise specifications. 
Virtually no recording "feedback" 
or metallic "buzzing effect" is heard 
or felt by the discriminating 
saxophonist.
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lAf hat’s Peter Erskine, the 
drummer who powered

three of the ’80s most acclaimed electric 
bands—Weather Report, Steps Ahead, and 
Bass Desires—doing with a stripped-down 
acoustic kit centered around Yamaha drums 
and Zildjian cymbals?

“Our instruments are our voices, and the 
more subtlety and the more dynamics we 
can get out of our instruments, the better 
we’re able to speak,’’ explains Erskine. “It’s 
the infinite variety of sounds that an acoustic 
will give—play it any number of ways and it 

Performing Arts and the American Conser
vatory Theatre. The Kokuma (Afro-Carib
bean) Dance Company of Birmingham, En
gland is planning on taking his dance piece, 
The History Of The Drum—Transitions In 
Rhythm, to Zimbabwe. He has collaborated 
with Jude Miller on an electronic composi
tion currently being used in a Japanese 
theme park. And let us not forget his co
production of Jolin Scofield’s Time On My 
Hands, which resulted in the ongoing part
nership of Sco and Joe Lovano.

For Erskine, the key to being effective in

Swing 
Simple
PETER ERSKINE

By Michael Davis
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will come up sounding likeyow.”
From leading his own recording sessions 

to engaging in delicate duets with Ralph 
Towner and freeblowing triologues with 
Miroslav Vitous and Jan Garbarek, from 
powering the Large Ensemble of Kenny 
Wheeler to helping Eddie Daniels and Gary 
Burton recreate the music of Benny Good
man, Erskine is clearly at the top of his 
game. He certainly isn’t hurting for work. 
His most recent gigs include sessions with 
Arturo Sandoval, Jimmy Haslip, and Sadao 
Watanabe, a new album with the John Aber
crombie Trio, and three weeks on the road 
with Chick Corea, in a quartet with Bob 
Berg and John Patitucci. Wearing his com
poser’s hat, Erskine has completed four 
musical scores for Shakespeare plays pro
duced by the Pacific Conservatory of the 

such diverse contexts is “that endearing and 
enduring quality: simplicity. Part of that 
simplicity is the call to get in touch with how 
music functions when it’s played with a lot of 
space, how music feels when you concen
trate on just trying to make it feel good. And 
then when you’ve got this inner knowledge, 
and you play around the beat, the music still 
carries its same qualities of momentum, 
velocity, feel, and texture. It hasn’t lost the 
core, so you can play around it; but you’ve 
got such a strong reference point internally 
that you can infer the beat, you can play open 
time, so it’s free, yet it doesn’t sound 
miscellaneous.”

Such lessons did not become obvious to 
him overnight, however. He relates a story 
about a mixdown session for Weather Re
port’s live 8:30 album, where Joe Zawinul 

made the difference between following a 
horn line and supporting it very clear to him. 
“As Joe and I were standing there, listening 
to the playback,” Erskine related, “he turned 
to me and he goes, ‘Sounds good.’ Then 
Wayne Shorter played this hemiola-type of 
figure—that’s when you have one time going 
and you play another rhythmic figure to 
suggest another one—and I joined him, 
thinking, ‘I’ve got big ears.’ As that part of 
the tape came up, Joe turned to me and said, 
‘Too bad you had to do that, though.’ In a 
rehearsal, I did the same thing again, and 
Wayne said, ‘Don’t do that.’ I was just Mickey 
Mousing as he was playing, and the function 
of listening is to support, and to know when 
to comment and when not to comment.”

Watching Tony Williams play with just two 
cymbals during a 1964 Miles Davis concert 
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video convinced him to try it on a 1989 
European tour with Kenny Wheeler. “The 
focus and awareness it brought back to my 
cymbal playing,” he recalls, “made it a real 
neat musical experience: and I would advise 
any drummer to, periodically, really pare 
down his setup.”

Another inspiration is pianist Paul Bley, 
with whom Peter is olanning a July work
shop in France with bassist Dave Holland 
and saxophonist Dave Liebman. “I saw him 
play in a nightclub in Washington, D.C.,” 
Erskine remembers. “For the first five or six 
minutes of this tune, he didn’t play a note. He 
was just concentrating and listening, and 
then when he finally played, it was amazing. 
It was one of the greatest, most challenging 
things I’d ever seen."

rskine’s first cymbal stroke on his 
i new release, You Never Know,
takes place about a minute and a half into the 
first track; so it would appear that his 
appreciation of Bley’s sense of space is 
already having an effect. A more overt 
influence on the album, which also features 
pianist John Taylor and bassist Palle Dan
ielsson, is the music of the late pianist Bill 
Evans, whose example is most clearly mani- 

HANDS OF FIRE
RAY MANTILLA SPACE STATION
E. MARTINEZ, S BERRIOS
J. CHAMBERS. D. OATTS
P BARSHAY
123174.2

TIME IS RIGHT 
WOODY SHAW§ 
S. TURRE, M. MILLER 
S. JAMES. T REEDUS 
123167.2

PUMPKIN'S DELIGHT
SPHERE LIVE AT UMBRIA JAZZ 
C. ROUSE, K. BARRON 
B. WILLIAMS, B. RILEY 
123207.2

SPHERE M & D CARGO B.DG
AVAILABLE THROUGH ROUNDER RECO

2A. JFK AIRPORT. JAMAICANY 11430 TEL. 718.656 6220 FAX 718.244 1804 ALSO 
LARD IMPORTS, NORTH COUNTRY DISTRIBUTORS AND ALL TOWER LOCATIONS

THE TRIO VOL.1, 2,3 
CEDAR WALTON 
DAVID WILLIAMS 
BILLY HIGGINS 
123192/3/4.2

AXIEME
STEVE LACY 
123120.2

WAY OUT EAST VOL. 1 & 2 
STEVE GROSSMAN 
JUNEYBOOTH 'W ■ 
JOE CHAMBERS 
123176-123183.2

“I had to stop physically 
forcing the drum thing and 
learn to breathe better on the 

kit. I had toplay with my 
shoulders relaxed, and not to 
beat the sound into the drum, 

but to draw the sound out. 
Now I don’t worry about the 

‘wow,’ and I enjoy the creative 

process.”

fested in the empathic manner in which the 
three equal voices inspire one another.

“ECM records are always pretty much of a 
surprise to make,” Erskine notes. “I had 
never recorded a piano trio up in Rainbow 
Studios; I’d always recorded with a guitar, 

and playing with just piano and bass gives 
the room a different acoustic quality. Also, I 
thought we were going to have verdubs, so 
I arranged for a couple of synthesizers to be 
sent down to the studio. Boom’ This was a 
trio recording with no overdubs and no 
percussion. So whatever pre-planning you 
do, you also prepare just to chuck it out the 
window as soon as you start rolling the tape. 
No other producer I’ve worked with has 
challenged me like that.

“Manfred [Eicher, founder and head of 
ECM] likes to get involved creatively, and 
that’s where things really start getting fun. 
Sometimes we’ll be doing some free improv
isations, and if something’s good, he waves 
his arms in excitement, sort of conducting 
the music. He has a very specific, strong 
sense of taste; as we were mixing the 
recording on the final day, he turned to the 
engineer, smiled, and said, ‘You know, this 
sounds like a jazz record.’”

Erskine’s previous record. Sweet Soul, 
was also a jazz record, recorded with yet 
another ex-Evans bassist, Marc Johnson 
(see “Riffs” March ’93), one of Erskine’s 
most frequent collaborators. Joe Lovano’s 
mellifluous presence makes it another pearl 
in his string of recent recordings (see 
“Reviews” Nov. ’92). A remark about the 
intuitive relationship between Erskine and 
Johnson launched a discussion on what 
makes a good rhythm section work.

“I feel like a brother to Marc,- Erskine 
smiles. “We’ve played together for almost 10 
years. We enjoy great trust, which is one of 
the most important things for a drummer 
and bass player to have. If I stray from the 
plan—I mean, the plan is always to stray— 
but if I start to do something different 
rhythmically, I know that Marc is gonna 
keep the constant happening from ihe point 
where I departed from it. With a lot of bass 
players, as soon as you do something, they 
go, ‘Oh, now’s the time that we can break it 
up, or we can get interactive.’ If a bass player 
doesn't have the kind of patience or maturity 
that Marc does, the whole thing you’re 
trying to set up, the whole dance of the 
music, gets deflated right away. You can’t 
build, and then you get scared to try any
thing, because as soon as you do something, 
the clown’s just gonna go with you.

“I was never the type of drum soL ist who 
could play the things that would make 
people go, ‘Wow!’ When I tried to do the 
‘wow’ thing,” Erskine reflects, “that’s when 
my playing turned out to be a bit heavy. How 
could I make that come out right? Well, I had 
to stop physically forcing the drum thing and 
learn to breathe better on the kit. 1 had to 
play with my shoulders relaxed, and not to 
beat the sound into the drum, but to draw 
the sound out. Now I don’t worry about the 
‘wow,’ and I just enjov the creative process."

DB
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EQUIPMENT
Peter Erskine plays a new Yamaha kit, which 
includes either the 4-inch signature Erskine 
snare or a 572 x 14 maple snare with a clarinet 
finish, a 14 x 18 bass drum, 12- and 13- bass 
toms, and a 14-inch floor tom—"just the stan
dard 'jazz' sizes; these aren't the deep drums." 
He plays with Vic Firth sticks, either the new 
Peter Erskine signature model or the 7A, on 
white-frosted or clear Evans heads, either the 
Uno 58 or the Genera. His Zildjian cymbals are 
the pre-aged, dry light ride 22-inch K„ an 18- 
inch K ride, and an 18-inch dark crash thin. He 
uses either New Beat or K. hi-hats and takes 
Shure microphones with him to gig or record 
with, "because those mics seem to hear the 
drums just like I do."

For certain recording projects, he'll add as 
many as three cymbals, including a 16-inch A. 
custom crash and an 8-inch K. splash, and play 
with as many as five tom toms—8-, 10-, 12-, 13-, 
and 15-inch—and a 20-inch bass drum.

Puck Productions. Erskine's home studio, is 
centered around his Macintosh SE-30 com
puter; his note-processing software is Per
former. Passport Master Tracks, and Passport’s 
Encore. He has a pair of Yamaha DMP-7 mixing 
boards multied together, and a Yamaha TX-816 
rack with a patch bay Percussion sounds are 
triggered from the Drumkat. ddrum pads, or the 
Yamaha RY-30 pads, and he takes his Macin
tosh Powerbook "everywhere." His master key
board is a Yamaha SY-99, others include a Korg 
M-1 and an Oberheim OBX-A Topping his 
keyboard wish list is a Yamaha baby grand. "I 
know that there are new electronic keyboards 
that are amazing, but there's nothing like sitting 
down at the piano and hearing all those 
overtones."

SELECTED DISCOGRAPHY
(also see DB Dec '86)

as a leader
YOU NEVER KNOW—ECM 517 353

SWEET SOUL—Novus/RCA 63140

AURORA—Denon 81757

MOTION POET— Denon 72582

TRANSITION— Denon 33CY-1484

PETER ERSKINE—Contemporary 14010

with Gary Burton
COOL NIGHTS— GRP 9643

REUNION— GRP 9598

TIMES LIKE THESE—IGRP 9569

with Bob Mintzer
DEPARTURE— DMP 493
I REMEMBER JACO— Novus/RCA 63139

ART OF THE BIG BAND— DMP 479

HYMN—Owl R2 79250

SPECTRUM— DMP 461

with various others
OPEN LETTER— ECM 511 980 (Ralph Towner)

STAR— ECM 849 649 (Jan Garbarek/Miroslav Vitous)

BENNY RIDES AGAIN—IGRP 9665 (Eddie Daniels/
Gary Burton)

A LONG STORY— Manhattan 95476 (Eliane Elias) 

START HERE—World Pacific 94592 (Vince Mendoza)

WEAVER OF DREAMS—Blue Note 94591 (Don 
Grolnick)

THE WIDOW IN THE WINDOW— ECM 843 198 (Kenny 
Wheeler)

MUSIC FOR LARGE & SMALL ENSEMBLES— ECM 843 
152 (Kenny Wheeler)

SO FAR SO CLOSE—Blue Note 91411 (Eliane Elias)

JOHN ABERCROMBIE MARC JOHNSON PETER ER
SKINE -ECM 837 756

JIGSAW— Atlantic 82027 (Mike Stern)
GETTING THERE—ECM 833 494 (John Abercrombie)

TIME IN PLACE -Atlantic 81840 (Mike Stern)
SECOND SIGHT—ECM 833 038 (Marc Johnson s Bass

Desires)

INVITATION—Warner Bros 23876 (Jaco Pastorius)

BASS DESIRES— IECM 827 743

NEW
Leam by playing and studying 
with the finest jazz players in 
the world. A community of jazz 
musicians providing:
• Intense involvement in small- 
group performance
• Studies in musicianship, 
improvisation, composition and 
arranging
• Private lessons and master-class 
sessions with guest artists 
from the international
jazz community
• Performance op
portunities on 
campus and in 
New York - 
jazz clubs

• Big band and special-repertory 
ensembles
• Small classes and individual 
attention for young musicians 
interested in learning by playing. 
Auditions
Auditions will be scheduled upon 
receipt of your application to The 
New School Jazz Program.

Scholarships Available
Catalog and Information

Call 212-229-5896 or write:
/. £ Jazz BFA Program 

S The New School
66 Fifth Avenue 

// 22 A N.Y., N.Y. 10011
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Excellent
Very Good 
Good 
Fair 
Poor

Ahmad Jamal
CHICAGO REVISITED/LIVE AT JOE SEGAL’S 
JAZZ SHOWCASE—Telarc CD-83327: All The 
Things You Are; Daahoud; Tater Pie; Bellows; 

Blue Gardenia; Dance To The Lady; Be My Love; 

Where Are You; Lullaby Of Birdland. (59:47) 
Personnel: Jamal, piano; John Heard, bass; 
Yoron Israel, drums.

★ ★ ★ ★

This album catches Jamal, one of the great 
stylists in jazz, in fine focus. The parallel with 
But Not For Me. his most famous live album 
(recorded in 1958 at Chicago's Pershing 
Lounge), is obvious.

Jamal remains a pianist who favors catchy 
phrases, spaciousness, detail to the nth de
gree, and audience rapport. But the years have 
added a grander scheme an orchestral sweep 
to the performances, and traces of Tatum. At 
his best, Jamal structures his discreet musical 
episodes to build toward a climax. I have seen 
him when these became merely desultory 
events, but that’s rarely the case here.

He will forever get mileage out of Miles Davis’ 
comments in the '50s (e.g.. “I live until he makes 
another record"), and a Milesian sparseness 
can occasionally be found here. But more and 
more, it appears that Jamal and Earl Hines, 
another Pittsburgh native, share common 
roots: eclecticism, metric independence, and 
an independent-hands attack. One hears this 
in the variety that charac erizes his perform
ances of "All The Things You Are," “Bellows" (a 
Jamal original), and “Lullaby Of Birdland."

Others, such as Clifford Brown's "Daahoud," 
with Heard’s bass walking throughout, are 
more straightahead. And ' Blue Gardenia" re
ally reiterates the Jamal style, as does "Tater 
Pie." As a trio, the group shares space, with 
Heard and Israel soloing between the pianist’s 
segments. With this album, it seems that Jamal 
has come home. —Owen Cordle

Davis, or even Puccini—it sounds like Belden. 
(Sadly, Puccini's Turandot is avai able only as 
an import through Toshiba-EMI, 2-2-17 Aka
saka 2-Chome, Minato-Ku. Tokyo. Japan 107; 
fax: 011-81-3-3584-0376.) —JonAndrews

Bob Belden
PUCCINI’S TURANDOT—Blue Note (Japan) 
CDP 7 99829 2: Opening; Calaf's Theme: First 
Vision; Children's Song; The Princess Sleeps; 

The Execution; Signore Ascolta: Non Piangere 

Liu; In Questa Reggia; The Three Enigmas; In 

Questa Reprise; Nessun Dorma; Del Primo 

Pianto. (60:35)
Personnel: Belden, arranger, tenor and soprano 
saxophones (1,2,7,11,13), with various ensem
bles, including David Liebman, Joe Lovano, Mike 
Migliore, Chuck Wilson, Ron Kozak, Glenn 
Wilson, Tim Ries, reeds; Wallace Roney, Tony 
Kadlek, Tim Hagans, Jim Powell, Clark Gayton, 
George Moran, brass; Fareed Haque. John Hart, 
guitars; Geoff Keezer, Marc Copland, Kevin Hays, 
Adam Holzman, Joey Calderazzo, keyboards; Jay 
Anderson, Gary Peacock, Ira Coleman, acoustic 
bass; Tony Williams, Bobby Previte, Joe Cham
bers, Ralph Penland, Jeff Hirshfield, drums: Bruce 
Hall, David Earle Johnson, Jerry Gonzalez, 
percussion.

Opera lovers revere Giacomo Puccini for beau
tiful melodies. Bob Belden finds source mate
rial in Puccini's melodies from Turandot, ar
ranging themes for jazz ensemble, with 
soloists like Wallace Roney and Joe Lovano 
“singing" the arias. Gil Evans and Miles Davis 
planned, but never realized, a treatment of 
Puccini’s Tosca. Like Belden, they understood 
how the melodrama and hyperbolic emotions 
of opera lend themselves to jazz interpretation. 
Evans and Davis are patron saints inspiring the 
ambition of Puccini's Turandot.

An opera about stubbornness, Turandot isn't 
Puccini's best-loved work, but it offers unre
quited love, violent death, and a (relatively) 
happy ending. In medieval China, an exiled 
prince persistently courts a psychotic, man- 
hating princess. She executes suitors who fail 
to answer her riddles, discouraging dating.

This is sufficient context, since Belden's 
Turandot is thoroughly enjoyable as a stand
alone. His arrangements play like opera: big, 
sweeping gestures packed with over-heated 
emotion and energy. Belden invokes Davis’ 
sound, circa Bitches Brew and In A Silent Way, 
propelled by rippling keyboards and multiple 
drummers. The most successful tracks cap
ture the spirit of the arias, as when Roney’s 
anguished, slow-burning trumpet plays "In 
Questa Reggia” against a swooning choir of 
horns. Lovano delivers the showstopper, 
“Nessun Dorma," capturing the ardent prince’s 
hope in a Trane-ish mode. (In opera, a tenor is 
always the hero.)

Belden’s creation won't be mistaken for op
era. At its best, it translates the melodies and 
emotions of Turandot into a different medium, 
and then the music doesn't sound like Evans or

Ginger Baker
UNSEEN RAIN—Day Eight Music 028: Rain And 
The Rhinoceros; Worlds Within Worlds; Open 

Secret; The Great Festival Of Destruction; 
The Time Of No Room; The Sign; Mirror Of 

Steel; To Each His Darkness. (42:55) 
Personnel: Baker, drums; Jens Johansson, pi
ano; Jonas Hellborg, bass.

★ ★ ★ ★

Masters off 
Reality

SUNRISE ON THE SUFFERBUS—Chrysalis 
9463-21976: She Got Me (when she got her 

dress on); J.B. Witchdance: Jody Sings; Rolling 

Green; Ants In The Kitchen; V.H.V.; Bicycle; 100 
Years (of tears on the wind); T.U.S.A.; Tilt- 
A-Whirl; Rabbit One; Madonna; Gimme Water; 

The Moon In Your Pocket. (42:35)
Personnel: Chris Goss, vocals, guitars, key
boards; Googe, bass, backing vocals; Ginger 
Baker, drums.

★ ★ ★ ★

As the story has it, guerrilla producer situation- 
ist Bill Laswell rescued drummer Ginger Baker 
from a life of musical self-exile and dive farm
ing in Italy, and got him in the studio to record 
the highly evocative instrumental project Mid
dle Passage in 1990. While coming from a 
different, more collectively improvisatory per
spective than its predecessor, Unseen Rain is 
a further step in the evolution of Baker's re
newed career as a unique brand of musical 
tone painter.

On Unseen Rain, the context is less layered 
or production-oriented, and more about the 
magic that can spring up with empathic impro
visers flung into a room together. Is it jazz? Not 
in any classifiably accredited way. : doesn't 
swing so much as it percolates and r minates. 
The musicians follow the edict of nevei soloing/ 
always soloing. Starting on the opening “Rain 
And The Rhinoceros." Baker works up his 
characteristic rumbling thicket of tom and 
snare work that becomes a recurring motif 
throughout the eight tracks. Equal time, equal 
space is a working credo. Johansson never 
abuses the heirarchical legacy of the piano as 
a lead instrument to overpower either Baker's 
upfront pulse-playing or Hellborg's fertile bass 
parts. Hellborg's guitar-like chordal natterns 
on "Mirror Of Steel" reflect the paradoxical 
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imagery of the song title, before Johansson 
sprinkles sad. simple broken chords into the 
mix.

In all, a dark, exotic beauty emerges from the 
album, not so much a collection of finished 
pieces as an exploration of a working process 
and a set of moods. Like much of the music out 
of the Laswell camp, th s music manages a fine 
balance between atmospherics that creep into 
the subconscious and ull-frontal music.

Meanwhile, Baker's tock impulses currently 
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Hand
Mulgrew Miller’s superb 

debut recording on NOVUS 
captures the quintessential 

style of one of Jazz’ most 
celebrated pianists.

Featured performers include 
Kenny Garret, Christian

McBride, Lewis Nash and the 
legendary Joe Henderson. 

Selections include: “Grew's 
Tune”, "For Those Who Do", 
“Neither Here Nor There" and 

the title track 
“Hand In Hand”.

Like Fine Wine 
and Lusciou^ Food... 

Like Intriguing Artwork 
and Beautiful Prose... 
Mulgrew Miller and 

the Piano go

Hand

are being vented in the Masters of Reality, a 
band with a clear allegiance to such ’60s-era 
role models as—surprise—Cream. Baker’s 
uniquely rumbling pulse allies beautifully with 
the group's limber power-trio antics. Sunrise 
On The Sufferbus is the first recording to 
feature Baker as a full-fledged Masters mem
ber, and the gutsy retro folk-blues-rock mate
rial benefits from his input. Goss is the kingpin 
here, who craftily grafts post-'70s irony onto the 
pre-'70s textures. —Josef Woodard

Sun Rise, Su in 
Set
by Larry Birnbaum

is earliest reviews were decid- 
H edly mixed, but today Sun Ra s 

genius is beyond critical dispute. While he 
awaits the final judgment of posterity—still 
active, though ailing, at 80—various indepen
dent labels are issuing and reissuing samples 
of his huge recorded legacy, providing a more- 
or-less chronological career perspective. 
Through all the shifts in style, personnel, and 
instrumentation, the essence of Ra’s sound 
remains remarkably unchanged. Though he 
predicted virtually every trend in jazz, from the 
AACM to ECM, he never achieved the mass 
popularity he courted with costumes, choreog
raphy, and cosmic chorales. Consistently in
consistent, he juxtaposed buffoonery side- 
by-side with epiphany, hovering magisterially 
between the sublime and the ndicu ous.

Sun Fla Visits The Planet Earth Interstellar 
Low Ways (Evidence ECD 22039-2; 62:18: 
★★★★V2) combines El Saturn LPs waxed in 
Chicago in 1956-’58 and 1960. Tne earliest 
session is Monkish hard-bop—bluesy and 
swinging, with Mingus-y low-brass sonorities— 
but Ra's pioneering electric piano hints at 
colors yet to come. By 1958 the charts have 
shattered the bebop barrier, the drummers 
play Nubian tangos, and Marshall Allen’s flute 
has gone Asiatic. Two years later "Rocket 
Number Nine Take Off For The Planet Venus" 
proclaims the Arkestra's dissonant ascent to 
the heavens, with John Gilmore’s tenor sax 
wrenching Coltrane-esque sheets of sound 
into urgent cries of freedom.

The versions of "Interplanetary Music," 
“Eve," and “Space Loneliness” on We Travel 
The Space Ways/Bad And Beautiful (Evidence 
ECD 22038-2; 55:20: ★ ★★★) are more ab
stract than those on Interstellar Low Ways. 
although they're of similar vintage. Eyen “New 
Horizons,” from 1956, is as futuristic as the set 
of offbeat ballads (including a preternaturally 
postmodern take on "And This Is My Beloved") 
recorded in 1961 by a six-piece Arkestra newly 
arrived in New York. Pat Patrick’s brawny bari
tone sax glows in this quasi-mainstream 
context.

The ensemble is back to full strength on the 
1961- 62 session that concludes Cosmic Tones 
For Mental Therapy/Art Forms Of Dimensions 
Tomorrow (Evidence ECD 22036-2; 66:31 
★ ★★★★), schizophrenically alternating 
Edgard Varese-like percussive workouts and 
ethereal horn arrangements like “The Outer 
Heavens" with Allen's alto foreshadowing 
Roscoe Mitchell's. But percussion and horns 
are brilliantly integrated on the opening 1963 
set, where studio echo creates a oseudo- 
electronic aura. Gilmore's bass clarinet, mag
nificent on "Adventure-Equation," and Allen's 
oboe add Eastern flavors, while Ra's Hammond 
organ grinds lunar funk on “Moon Dance."

The 20-minute title track establishes the 
sparse, atmospheric mood of Other Planes Of 
There (Evidence ECD 22037-2; 48:02: 
★ ★★V2), from 1964. Danny Davis’ caustic alto 
introduction gives way to long stretches of 
rattling percussion and ruminating piano, with



Sun Ra in '78: The Sun also rises

episodic solos by bassist Ronnie Boykins, 
oboist Allen, and various trombonists before 
Gilmore winds out in a cacophonous tenor 
crescendo. Though the textures are often dry, 
the band establishes the hallmark sound that 
defines the avant garde for the next two 
decades.

The Heliocentric Worlds Of Sun Ra, Vol. 1 
(ESP 1014-2; 35:10: ★ ★★★V2) made Ra’s cult 
reputation in 1965; and though it's no longer 
shocking, it still has the power to unsettle. The 
tightly plotted compositions rumble with omi
nous percussion, creak with haunted-house 
horns, and shiver with the spooky timbres of 
Ra's marimba and celeste. Robert Cummings’ 
deep-throat bass-clarinet solo on “Outer Noth
ingness" harks back to Stravinsky, but Gil
more's high-energy tenor on “Other Worlds" 
rages straight into the future.

Boykins' arco bass sets the elegiac tone as 
Ra's clavoline buzzes like a tuneo electric razor 
on “The Sun Myth," the first of only three pieces 
on The Heliocentric Worlds, Vol. 2 (ESP 1017-2; 
37:27: ★★★★). On these loosely structured 
jams, the modern classical ingredients blend 
inconspicuously into the astral gumbo. Allen’s 
skirling piccolo agitates “A House Of Beauty," 
working up to the extended saxophone squeal- 
athon of “Cosmic Chaos,” where Ra's bongo 
playing serves almost as comic relief.

The sound is virtually formulaic on the 1966 
live recording Nothing Is (ESP 1045-2; 40:18: 
★ ★★V2), with practiced space-bop on “Danc
ing Shadows" and a familiar cruise down the 
Nile on “Exotic Forest." The musicians chant a 
populist message—“Sun Ra and his band 
from outer space will entertain you now”—but 
Gilmore, Allen, and Boykins deliver meaty 
solos, and Ra's clavoline points to new direc
tions on “Shadow World."

But by decade’s end the group has broken 
through to yet another dimension. Recorded in 
1969. the first half of My Brother The Wind. Vol. 2 
(Evidence ECD 22036-2; 39:53: ★★★★V2) 
features Ra bouncing interstellar lounge organ 
off polytonal horn riffs, while June Tyson war
bles like an earthbound Betty Carter. The 
second half, from 1970, is something else 
again, with Ra, on unaccompanied mini-Moog, 
blasting further out than ever be;ore. Stripped 
of all conventional references, jazz or other
wise, the music finds a universal groove.

The 1977 album Solo Piano. Vol. 1 (Impro
vising Artists 123850-2; 37.29 ★★★★) sig
nals Ra’s return to Earth, or at least its atmo
sphere. “Sometimes I Feel Like A Motherless 
Child” delves into spiritual roots, while "Yester
days" takes Jerome Kern’s dreamy ballad 
down a striding path at times nodding in 

homage to Ellington and Monk. On originals 
like "Cosmo Rhythmatic” and "Romance Of 
Two Planets,” the post-impressionist harmonies 
suggest Charles Ives; but the fractured 
rhythms are Ra's own, and the gentle vamp that 
propels To A Friend” makes a distinctly Afri
can mark.

In between the rumble and roil of its opening 
piano solo and the squealing bedlam of its final 
ensemble frenzy, Sunrise In Different Dimen
sions (hat ART CD 6099; 71:04: ★★★★)— 
recorded live in Willisau, Switzerland, in 
1980—consists mostly of deconstructed clas
sics, including “’Round Midnight." “Take The A 
Train," “King Porter Stomp," and tunes by 
Ellington, Fletcher Henderson, Coleman 
Hawkins, Tadd Dameron, and even Noble Sis- 
sle. Ra subjects the standards to respectful 
mockery, tearing them limb from limb and 
reassembling the parts into an outlandishly 
swinging musical Frankenstein.

Ra plays it so straight on the first half of 
1986's Hours After (Black Saint 120 111-2; 
43:15: ★★★★). you'd think his LSD was spiked 
with lemonade. On this 1986 Italian date, he 
saunters Monkishly through Gershwin's "But 
Not For Me," kicks off his shoes and boogies on 
"Hours After," and does some mellow crooning 
on “Beautiful Love." With only Gilmore, Patrick, 
and Allen remaining from the old Chicago crew, 
even the token freakout, "Dance Of The Extra 
Terrestrians," is slow to shift into warp drive, but 
"Love On A Far Away Planet" creates an 
enticing new hybrid—rain-forest disco.

Much of 1990's Mayan Temples (Black Saint 
120121-2; 79:12: ★★★V2) is also in a nostalgic 
vein, long on ballads and neo-bop, with a few 
outside stretches just for old time's sake. Ra 
recapitulates "El Is The Sound Of Joy," from 
1957, but the edge is gone, and he sounds 
more comfortable on standards like “Time After 
Time," or on his own “Opus In Springtime," 
which cops the modal changes of "Miles." 
Gilmore skronks sporadically but sticks mainly 
to smooth, knowing neo-bop.

Recorded in Austria last spring after Ra 
suffered a pair of strokes, Destination Unknown 
(enja CD 7071-2; 56:11: ★ ★★★) finds him 
unbowed in spirit and still incisive on piano and 
synthesizer. The band is exuberant, romping 
through show tunes and moonwalks alike, 
though with Gilmore gone, Ra’s signature 
sound is sometimes nearly absent. But on 
“Calling Planet Earth," Allen's steam-kettle alto 
leads the group on a parting space probe, and 
the younger members chant the planetary 
patter in the cadences of rap. recalling just one 
more musical movement that Ra anticipated 20 
years before its time. DB
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MOLIENDO CAFE
JERRY GONZALEZ 

& THE FORT APACHE
BAND

"Some jazz bands play music 
with a Latin flavor, and some 
Latin bands play music with a 
jazz tinge. Fort Apache is the only 
group who plays Latin and jazz 
equally well and with genuine 
and natural feeling and 
virtuosity in both idioms. Their 
music is really fusion music in 
the purest and most organic 
sense."

— René Ixtpez / Music Historian

"...From African religious drum 
music, pulses from Cuban and 
Puerto Rican dance forms, from 
the street - beats of the Bronx, 
from all these diverse sources 
The Fort Apache has created a 
rich and passionate musical 
world, a special place where the 
love and music are the bread and 
butter of life, and where the sun 
gets up slowly, light pierces the 
gloom, and egg-shaped in the 
dawn, the sun bends in bloom."

TR/KK

___________ .

New release: MOLIENDO CAFE SSC 1061D 
other CDs by Jerry Gonzalez and The 

Fort Apache Band:
RUMBA PARA MONK SSC 1036D 

EARTHDANCE SSC1050D
Jerry is also featured in Kirk Lightsey's 

EVERYTHING IS CHANGED SSC 10200

at TOWER RECORDS
Far Free Catalog Call or Write: 

SUNNYSIDE 
133 W 19th St, Hew Yoric, NY 10011 

1-800-654-0279

«John Blake
QUEST—Sunnyside 1058D: Quest: New Light: 
Smile; Ice Angel; At Home: Moment's Notice; 

Ms. Pearl; Val's Blues; Easin’ It. (47:10) 
Personnel: Blake, violin; Joey Calderazzo, piano; 
Charles Fambrough, bass; Joe Ford, Grover 
Washington Jr. (6,8), soprano sax; Omar Hill, 
percussion; Ben Riley, drums.

★ ★ ★ '/2

The Philadelphia violinist brings an acoustic 
band in for this session, his first album in four 
years, and combines a melodic jazz freedom 
with Latin elements to create a classy modern 
sound. After a laborious title track, Blake 
reaches for a nice solo on “New Light,' proving 
my worries over intonation and time to be 
mostly unfounded. As with any good soloist, it's 
the emotion in the fiddler's playing that makes it 
work.

Pianist Calderazzo shows off growth and 
groove, lying in wait, teasingly tickling the keys 
before launching into several noteworthy solos, 
and never clashing with the violinist. Joe Ford 
plays soprano with a lot of bite and taste—he 
always knows where he’s going, but it's not 
where you might expect. Grover Washington Jr 
also works well with Blake on "Vai's Blues"— 
the soprano and violin are almost identical in 
tone. Blake gets downright dirty, his leading 
tones and quick asides ringing slightly off the 
melody. Bassist Fambrough contributes two 
nice tunes—the hot bop of “Ice Angel ” and the 
jam vehicle, “Ms. Pearl." which opens up to 
adventurous playing by Ford and Calderazzo.

—Robin Tolleson

New And Used
SOUVENIR—Knitting Factory Works 
KFWCD-125; Slow Boat To Mechanicsville; 
Ped Letter; Cows; Souvenir; Lazy Brushes; 
Safe At Home; Trifecta; Paradox; Hagia Sophia; 

Kerney. (65:04)
Personnel: Dave Douglas, trumpet; Kermit Dris
coll, electric, acoustic basses; Mark Feldman, 

violin; Andy Laster, alto, baritone saxes; Tom 
Rainey, drums.

★ ★ ★ ★ Vî

Better recorded than Knitting Factory's live 
releases, this is the label’s best offering yet. 
Sort of an all-in-one package, Souvenir con
tains compelling writing and playing by a fairly 
civil, occasionally rowdy bunch of New Yorkers. 
There's lots of zigging, zagging, r erking. jerk
ing, stopping, and starting on the disc's 10 
fidgety, kaleidoscopic tunes, with swift shifts in 
style, mood, and tempo, plenty of room for solo- 
stretching and ensemble improvisation.

Take Laster's "Lazy Brushes," which starts 
deceptively as a ballad, then segues neatly 
into an angular, strident theme, backing down 
into a sharp groove for solos—f 'st Douglas 
(whose playing is excellent and rrore outfront 
than it is with Dr. Nerve, his other main band), 
then the ever-inventive, technically brilliant 
Feldman, who builds an exciting climax; on the 
way out. the group samples yet another fresh 
theme. Feldman's pair of compositions, "Tri
fecta” and the delicate “Kerney." are standouts, 
but all five members contribute pieces con
ceived specifically for this group, which indeed 
has a strong personality and sound of its own.

—John Corbett

Dave Valentin
RED SUN—GRP 9699: With A Little Help From 

My Friends: Ped Sun: Two Steps Ant ad; We'll 
Be Together Again (Dedicated To The Memory 

Of Dizzy Gillespie); Beyond The Ridge; Lia's 

Song; Loco Motion; Little Sunflower; 

Pensative.

Personnel: Valentin, flute: Bill O'Connel, synthe
sizer, piano; Arturo Sandoval, flugelhorr 4); Dave 
Samuels, vibes (3); Bernd Schoenhart. guitar (1); 
Steve Turre. sea shells, trombone (8; Lincoln 
Goines, bass: Robbie Ameen (1,5), Richie Mo
rales, drums; Sammy Figueroa. Milton Cardona, 
percussion.

★ ★ ★

Agreeable to a fault, studded with hidden 
gems. Valentin’s latest album continues along 
the Latin-jazz axis that the flutist has favored in 
his solo career. The results are mixec

Kicking off with a version of that M..zak-ified 
Beatles tune "With A Little Help From My 
Friends"—even with its feisty salsa bridge 
section—suggests commercial concession 
from the git-go. And much of the album con
sists of Latin-tickled, bright-toned pleasantries 
that skim along the surface rather than dive into 
any degree of personal expression.

But tucked into the album’s folds are deeper. 



memorable moments Dedicated to Dizzy Gil
lespie's memory. “We’ll Be Together Again" is 
coated with a dark, lush romanticism, inter
woven with string lines and warmed up by 
Arturo Sandoval’s musky flugelhorn. Goines' 
"Lia's Song" is a real beauty, a medium-tempo 
Latin-pop-jazz number of subtle sophistica
tion. Layered flutes harmonize the melody of a 
sinuous "Little Sunflower," with Steve Turre 
inserting tasteful trombone fills and soloing 
with loopy grace. These are a few of the things, 
in addition to Valentin's ever-clean and ener
getic playing, that salvage the album from the 
happy-jazz trenches. —Josef Woodard

Joshua Redman
JOSHUA REDMAN—Warner Bros. 2-45242: 
Blues On Sunday; Wish; Trinkle Tinkle; Echoes; 

I Got You (I Feel Good): Body & Soul; Tribalism; 

Groove X (By Any Means Necessary); Salt 
Peanuts; On The Sunny Side Of The Street; 

Sublimation.

Personnel: Redman, tenor sax; Kevin Hays, Mike 
LeDonne (6). piano: Christian McBride, Paul 
LaDuca (6), bass; Gregory Hutchinson, Kenny 
Washington (6), Clarence Penn (3), drums.

★ ★ ★ V2

Joshua Redman, the Harvard-educated son of 
saxophonist Dewey Redman, plays almost too 
well for his own good. His tone is full and ripe, 
his phrasing richly shaded and nuanced—and 
he never hits a wrong note. He never takes a 
risk, either; and there's not a bar of music on his 
debut solo album that would have raised an 
eyebrow in 1969. the year of his birth.

In this context, Monk's "Trinkle Tinkle" comes 
off avant garde, but Redman’s worshipful take 
on the classic Coltrane solo betrays its quest
ing spirit. He bops "Salt Peanuts” with furious 
dispassion, pours secondhand pathos into 
"Body & Soul.” and rewinds James Brown’s "I 
Got You" back into old-time Texas funk. His 
original tunes are a tad more daring, melding 
various hard-bop modes into a sleek, imper
sonal synthesis But he often falls back on 
Coltrane licks, as on the closing "Sublimation," 
where he wails with mock audacity into a 
bygone future.

With little training or experience, Redman 
blows with bred-in-the-bone understanding 
but none of his father’s rebelliousness. In a 
liner-note essay more painfully emotional than 
the music itself, he declares, “Jazz is not about 
hiding forever in the past, paying blind homage 
to yesterday's idols." Let’s hope he takes his 
own words to heart; if his imagination caught 
up to his chops, he'd be a monster.

—Larry Birnbaum

Donald Brown
CAUSE AND EFFECT—Muse MCD 5447: The 

Power Of The Drums; I Should Care; A Free 
Man?: Cause And Effect; Theme For Mandela; 

Black Narcissus; Daddy's Girl Cynthia; The 

Smile Of The Snake; Man In A State Of Nature 

(Part 1); Man In A State Of Nature (Part 2). 
(68:04)
Personnel: Brown, piano; Joe Henderson, tenor 
sax (except 8); James Spaulding, flute 
(1,3-5,8-10); Steve Nelson, vibraphone, marimba; 
Ron Carter, bass; Carl Allen (1,4,5,7), Kenny 
Washington (2,3,6,8-10), drums; Rudy Bird (1,5), 
Donald Eaton (5), percussion; Marlon Saunders, 
narration, vocals (1,3,5,9); Lenora Helm, back
ground vocals (1,5).

★ ★ ★ V2

Memphis-native Brown, continuing to stretch 
as a composer, has come up with a series of 

Since 1975 the CLASSICS of PURE JAZZ have been presented on 
BLACK SAINT and SOUL NOTE

Don Pullen feat. Don Moye 
"MILANO STRUT"

Spirit Of Nuff...Nuff *

Anthony Braxton with the 
Northwest Creative Orchestra 
"EUGENE (1989)" 
Black Saint CD 120137-2Black Saint CD 120028-2

Saheb Sarbib Quartet 
"SEASONS"
Soul Note CD 121048-2

Henry Threadgill
Very Very Circus 
"SPIRIT OF NUFF...NUFF" 
Black Saint CD 120134-2

Mal Waldron Trio "OUR 
COLLINE'S A TREASURE" 
Soul Note CD 121198-2

Steve Lacy 
"MORE MONK"
Soul Note CD 121210-2

For a FREE catalog PLEASE write SPHERE MARKETING & DISTRIBUTION, INC.
Cargo Building 80, Room 2A, JFK Airport, Jamaica, NY 11430

Tel. 718-656-6220/ Fax 718-244-1804
Distributed by Rounder Records, North Country Distributors, and Ballard Imports. 

Available at all Tower locations and BETTER record stores EVERYWHERE.

provocative pieces that, except for the stan
dard "I Should Care,” express various aspects 
of the black life experience. These selections 
often have a dynamic rhythmic underpining— 
"Theme For Mandela" is old-fashioned, back- 
beat funk, "The Power Of The Drums" is driven 
by a foot-tapping groove. To drive home his 
message further, Brown on four tracks has 
included texts by Marshall Stephens, Nancy 
Tobin, and Dorothy Jean Brown that discuss 
such topics as "How free can a person be who 
has witnessed, or been held, in slavery?" The 
words are potent, are read with authority and 
passion by narrator Saunders, and are deftly 
bolstered by complementary instrumental 
statements.

Despite the thematic aspect, the album is 
musically moving, and abounds with prime 
moments. Henderson, whose "Black Narcis
sus" is lyrically revived, is tender and evocative 
on the gentle ballad "Daddy's Girl Cynthia." 
and more urgent as he rides the vamp pro
vided by "Drums.” Nelson brings “I Should 
Care" to life, and Spaulding shines with a 
thrusting yet melodic solo on "The Smile Of The 
Snake."

Brown remains a more individualistic writer 
than pianist, and here his strong ties to Herbie 
Hancock and McCoy Tyner are readily appar
ent. He embraces the latter's richness of tone 
and approach on "Drums," while a Hancock 
funkiness prevails on “Theme For Mandela."

—Zan Stewart

DOWNBEAT May 1993



CD REVIEWS
A LEGEM» COMES TO LIGHT...

THE GUITAR ARTISTRY OF
BILLY ROGERS

" For serious fans of jazz guitar, this 
album is a nust" - Pat Metheny
“ A remarkable guitar player."

— John Scofield
* This is a marvelous album... “

— George Shearing
“ Playing with Billy Rogers was as 
much a thrill as being on the same 
bandstand with Wes Montgomery. "

— Wilton Felder STASH ST-CD-566 
$15.00 CD only

Assembled from rare, recently-discovered tapes, 
this CD at last brings to light the unique talent and 
spirit of this late, great guitar legend in his first and 
only jazz album.

BILLY ROGERS, guitar 
DAVE STRYKER, rhythm guitar

JAY ANDERSON, bass 
JEFF HIRSHFIELD, drums 
Produced by Dave Stryker

Order toll-free and receive our free 
comprehensive catalogue of jazz & 

blues CDs and tapes:
1-800-666-JASS
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String Spring 
Cleaning (2)
by Josef Woodard

■ n the ever-continuing and multifarious 
saga of the jazz guitar, the mainstreams of 

neo-con jazz-playing and contemporary 
"happy" jazz are nipped at the heels by out

siders. Here, the ones with the most money at 
the end do not necessarily win.

Wolfgang Muthspiel is an undeniably 
gifted and versatile player who, still in his 
mid-20s, has paid the proper dues and worked 
on the right sideman gigs (e.g., Gary Burton's 
band). His latest album, Black And Blue (An
tilles 314 517 534: ★★★★), finds him wriggling 
out from behind the shadow of Pat Metheny’s 
influence and finding his own voice. His style 
takes a fresh turn on the opening tune. "Dance 
(For Prince)," with a hip-hoppy pulse and knotty 
voicings. His playing has a tougher, edgy 
quality, veering closer to a Mike Stern post
fusion mode of playing. He also explores the 
possibilities of the two-horn quintet format 
—tenor saxist Chris Creek and trumpeter Tom 
Harrell—and with a more European sensibility. 
Muthspiel’s "Miles" captures a cool, dark, and 
princely character.

If Chuck Loeb weren’t such a conspicuously 
fine player, it would be easier to dismiss 
Mediterranean (DMP 494: 64:25: ★★) as so 
much shameless commercialism. But its wa
tered-down, early-period Methenyisms and 
generally middle-brow approach offer little 
reward for anyone looking for a musical experi
ence. “Discipline” sounds like it belongs in a 
tennis-shoe commercial or a downhill-skiing 
movie. "Let It Be" revives the Beatles gem and 
wrings the gospel-tinged soul out of it. "FYI,” a 
tribute to Donald Fagen's “IGY,” at least intro
duces some kinetic rhythms. “Autumn" is a 
pretty number, but it, too, has that feel-good, 
movie-soundtrack glow to it.

One of the more soulful players currently 
working the EZ-listening pop-jazz trade, Steve 
Laurie somehow infuses his music with infec
tious feeling. His latest is the aptly titled Keepin’ 
The Faith (Denon 75283; 48:54: ★★★), which 
heads straight down the middle, taking no 
detours from the proven r&b or Latin-inflected 
jazz paths he's followed in the past. But 
whereas other contemporary jazz guitarists 
sound like their mind is on the cash register, 
Laury digs deeper. Handy with Wes Montgom- 
ery-ish octaves and single-line runs on his 
Gibson L5, an avowed fan of simple melodies, 
technically clean to a fault, Laury is a true 
believer who puts his emotional genuineness 
across persuasively.

The Guitar Artistry Of Billy Rogers (Stash 
566; 48:48: ★ ★★★V2) is a remarkable album, 
not only because of the striking playing, but 
also the story behind the scenes. Rogers, who 
died in 1987 of drug-related causes, was 
something of a legendary underrated guitarist 
whose most visible work, with the Crusaders, 
scarcely flaunted his virtuosic abilities. When 
tapes of Rogers' more pure, scorching jazz 
playing were discovered in his apartment after 
his death, guitarist Dave Stryker took it upon 
himself to go through the countless hours of 
tapes and glean an album's worth of material,

Henry Kaiser: ragged but wonderful

bolstered by a posthumous rhythm section 
featuring bassist Jay Anderson, diummer Jeff 
Hirshf¡eld, and, on "Good Morning Heartache," 
saxist Plas Johnson. On these tunes, including 
Wayne Shorter's “ESP" and “Body And Soul," 
Rogers plays with a do-or-die intensity, bran
dishing both technical ferocity and a kind of 
pained sense of musicality. It's a must-own 
item.

With his easy facility, melodic instinct, and 
the soothing timbre of a nylon-string guitar. 
Earl Klugh has a knack for plugging into a 
listening mass not necessarily giounded in 
jazz. For his latest effort, The Ean Klugh Trio. 
Volume II, Sounds And Visions (Warner Bros. 
4-45158: ★★★), Klugh jumps into ‘ le populist 
realm of movie music, with all the orchestral 
plushness that the London Royal Philharmonic 
can provide. His choices lean toward themes, 
such as “Goldfinger" and “Barefoot In The 
Park," offbeat fare for jazz improv sation that 
triggers little waves of recognition When he 
does handle what has become a jazz stan
dard, namely, "Secret Love," the lightly swing
ing energy of the trio—with drummer Gene 
Dunlap and bassist Ralphe Armstrong—and 
the orchestral sprinkles give it a new twist.

Ron Jackson follows a Guitar Muse (Muse 
5456; 41:14: ★★★V2) from anothe era. but 
finds himself smack dab in the midd e of a neo
mainstream movement. The 27-year old Jack- 
son nods toward the straightahead tradition 
laid down by Wes Montgomery and early 
George Benson, but you can also hear a bit of 
Gabor Szabo in his gypsy-like working of 
notes. Jackson is not afraid of odd y placed 
long notes or solos that use space as part of the 
expressive canvas. Joined here by young fresh 
fellows—pianist Benny Green, bassist Lonnie 
Plaxico, and drummer Cecil Brooks III— 
Jackson navigates through a set of neatly 
penned originals and a few covers, including a 
languid “But Beautiful" and Montgomery's 
“S.O.S." to close.

Ciro Hurtado is a fine Peruvian-born nylon- 
string guitarist whose moodscapes on Tales 
From Home (ROM 26014; 48:40: ★ tap 
into the Latin musical palette, with mixed re
sults. Some of Hurtado’s compositions, mostly 
based on simplistic themes in minor modes, 
don't go anywhere, but leave a residue of mildly
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exotic pleasantry. His solo pieces "Amanda” 
and “Waltz #1" have a Villa Lobos-like charm. 
“Molly's Chicha” and “Free Range Chicken" 
have a rootsy zeal. Elsewhere, the album slips 
into new-age-ish mergings of native Peruvian 
instruments with an electric rhythm section that 
add up to one thing: yuppie dinner music.

They came to rock, but brainily What guitar
ists Brett Garsed and T.J. Helmerich cook up 
on Quid Pro Quo (Legato 1006-B; 63:10: ★★★) 
is a mostly instrumental stew falling some
where between rock and fusion. "Subway" 
kicks off with Return to Forever-esque bom- 
basticity and dives into bruising backbeat 
vamping. But they also turn country-rockish on 
“Cherokee" and make good funk on “A Musical 
Oasis Awaits Us.” Bassist extraordinaire Gary 
Willis holds down the low-to-low-mid end with 
his customary flair.

More inspired mayhem from the hinterlands, 
Tim Brady is a Montreal-based guitarist/com- 
poser who refuses to accept the existing 
parameters of genre and timb'e that most 
people associate with the electric guitar. You 
can hear the impressive range of Brady’s 
explorations on his latest recording, Imaginary 
Guitars (Justin Time 8840: 77:56: ★ ★★★). 
Brady's work recalls the experimental strides of 
Robert Fripp and Fred Frith, while staking out 
its own territory as well. "Dead Of Winter” is an 
icy and foreboding abstraction, while "Time 
Lapse Exposure." with a relatively clean guitar 
sound, crosses the border between contem
porary classical procedures and jazz harmony. 
“Roche Noire (Chronique Irlandaise)” features 
pyrotechnical linear flourishes amidst a back- 
drop of expressionistic noise, field recordings, 
and little deposits of musical tendernesses.

Free-guitar guru Henry Kaiser is nothing if 
not prolific and peripatetic. After last year’s 
releases of music from and with Madagascar 
musicians (co-produced with David Lindley for 
Shanachie), and Kaiser’s own 20-year retro
spective package, Lemon Fish Tweezer (Cune
iform), Kaiser comes out with The Five Heav
enly Truths (FOT HK1; 76:41 ★★★★), another 
ragged but wonderful compilation of tracks, 
improvisations, and collaborations. Hysterical, 
jocular, and even occasionally blues-lined, 
Kaiser is one of the finest living exponents of 
electronically altered, sometimes MIDI-fied 
guitar used toward the goal of non-partisan, 
non-idiomatic free improvisation He gurgles 
and skitters behind Vernon Edgar's free-asso
ciative, babbling poesy on "Logic Of Fire" and 
"Dark Comprehensions," and joins a rankling 
quintet for “Project X." The title track is a 
rambling. 25-minute summation of what makes 
Kaiser tick, with martial-arts practitioners in the 
background at the London performance where 
the piece was recorded. For the full visual 
effect, you had to be there. But, musically, 
Kaiser makes his own there there. (FOT Rec
ords: Box 505 Bloomingdale, IL 60108) DB

TODAY'S THE DAY

nTT JACKETT 
DEJOHNETTE

TAKE A LESSON FROM A MASTER MUSICIAN!
For Jack DeJohnette, the drum set is a complete musical entity, both rhythmic 
and melodic. On this fascinating video, he demonstrates the unique approach that 
has made him one of the world's most sought-after players.

You'll discover how Jack creates a flow of improvisational ideas through balance

Stop Smoking.

American Heart Association

and relaxation; his concepts on phrasing,
tuning, timekeeping and melody; 
important "inside" tips on his cymbal 
technique, stick and brush work, bass 

I and hi-hat pedaling and much more.
¿J And for a phenomenal display of 

1^ sheer drum artistry, Jack's solos, seam- 
j lessly interweaving reggae, funk, rock, 

J j Latin and jazz grooves, are not to be missed! 
W This lesson is a must for all drummers.

Musical Expression 
On The Drum Set
taught by Jack DeJohnette
105 -MIN. VIDEO $49.95 + $4 P&H 
VISA/MasterCard/Discover accepted
CALL 1-800-33-TAPES
914-246-2550 FAX#914-246-5282 
or write:
Homespun Video

L Box 694DB, Woodstock, 
k /NY 12498

JACK

MUSICAL 
EXPRESSION 
ON THE 
DRUM SET

A HOMESPUN VIDEO EXCLUSIVE
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Redman with his son, Joshua. On the two 
tracks where they perform together, Dewey 
surprisingly forgoes the tenor for the alto, which 
more plainly conveys his stylistic connection 
with his mentor, Ornette Coleman. Dewey only 
picks up the tenor for his ballad feature, 
"Everything Happens To Me"; he sits out on the 
other ballad. "Imagination," letting Joshua have 
an open field. So, the head-to-head match-up 
between the Coleman phlange’s most-cele
brated tenor and his prodigal son is artfully 
dodged.

One of Dewey’s better albums, Choices is a

The Tenth Anniversary

June 21 - July 9, 1 993
FOR FURTHER INFORMATION, PLEASE CONTACT 

Kenneth Fuchs. Dean of Students 
Manhattan School of Music 

120 Claremont avenue 
New York, new York 10027-4698 

212/749-2802, EXT. 524/5

11th Annual Great American 
Ja2.z Piano Competition 
The Jacksonville Jazz Festival 

Proudly Announces A Call For Entries

JACKSONVUJLE
JAZZ FESTIVAL 
All entries must be postmarked no later than August 6, 1993.

program with an engaging symmetry. Driving, 
Ornettish blowing vehicles open and close the 
program, while the keystone-like “O’Besso,” a 
14-minute exposition of astringent musette 
musings buoyed by African rhythms, is brack
eted by the ballads, which receive warm, 
breathy readings from their respective inter
preters. “Le Clit" and "For Mo," Dewey’s do-not- 
go-gentle-into-the-good-night dedication to 
his longtime drummer the late Eddie Moore, 
provide insight into Joshua’s responsiveness 
as an improviser. On the former, Joshua play
fully picks up on the swirling motives Dewey

In Affiliation With

ARTISTS in RESIDENCE:
PHIL WOODS

Saxophone 
June 29 - July 1

SUMMER SWING 
INSTITUTE 

JULY 5 - 9

INSTRUMENTAL PERFORMANCE 
JAZZ PIANO TECHNIQUES 

JAZZ VOCAL PERFORMANCE 
MIDI-Synthesizer Techniques

Five finalists will compete for the $2,000 
top award on October 14th in this 
prestigious jazz piano competition. The 
winner will also perform at the Jacksonville 
Jazz Festival on October 16th, and will 
have the opportunity to perform at other 
major festivals.

Send for an entry form and details:
Jazz Piano Competition 
100 Festival Park Ave. 
Jacksonville, FL 32202-1397 
Or caU 904-353-7770

uses to conclude his solo, and st'etches them 
like taffy. The latter contains the session's one 
bracing duel, where the saxophonists ricochet 
slashing lines off each other.

If anything, the absence of twin tenors 
makes Dewey and Joshua Redman's next joint 
recording an even more anticipattid event.

—Bill Shoemaker

Dave Samuels
DEL SOL—GRP 9696: Conquistador; Jambo
ree: Sand Castles; Sea Breeze: Dance Class; 

Del Sol; One Step Ahead; El Per=grino/The 

Pilgrim; The Long Way Home; Coastal Comfort. 

Personnel: Samuels, vibes, marimba, percus
sion, synthesizers; Jorge Strunz, guitar (1,8); 
Dave Valentin, flute (2,4,7); Danilo Perez (2,4,7), 
Javier Carizzo (3,9), piano; Andy Narell, steel 
drums (5,6); Eliseo Berrero (1,8), Lincoln Goines 
(2-4,7,9), bass; Walfredo Reyes (1,8) Richie Mo
rales (2-4,7,9), drums; Long John Oliva (1,8), 
Sammy Figueroa (2-7,9), percussion.

Best known for his long tenure with Spyro Gyra, 
Samuels has pursued an eclectic career, work
ing with everyone from Anthony Davis to Pink 
Floyd. On his second GRP solo alb. m he turns 
south of the border, collaborating with musi
cians like Costa Rican guitarist Jorge Strunz (of 
Strunz & Farah), Panamanian pianist Danilo 
Perez, and Newyorican flutist Dave Valentin. 
The result is predictably mild, with pastel 
colors, breezy tempos, and just enough spice 
to keep the salsa from tasting blanc

The most impressive tracks, "Dance Class" 
and "Del Sol," feature steel drummer Andy 
Narell, whose soft-mallet textures olend with 
Samuels’ own to create hypnotic wave effects. 
Perez puts some Latin-jazz backbone into 
“Jamboree" and “Sea Breeze," but elsewhere, 
twinges of minor-key angst and the rhythmic 
vitality of Sammy Figueroa’s congas oarely rein 
in Samuels' bent for wistful sentiment and new- 
age banality. Strunz and Valentin on y reinforce 
the leader's insipid predilections, .and when 
Samuels plays unaccompanied or "Coastal 
Comfort," he sounds like Chick Dorea on 
lithium. —Larry Birnbaum

This Publication 
is available in Microform.

University Microfilms 
International

300 North Zccb Road. Dcpi P R . Ann Arbor. M 4KI06



Collective 
Migrations 
by Jon Andrews

ernon Reid helped start New 
York's Black Rock Coalition be

cause the rock music industry didn't offer many 
opportunities to black musicians after Jimi 
Hendrix. Reid's Living Colour is the Coalition’s 
most visible success, so much so that the 
group has a dilemma: how to maintain its 
creative edge without alienating mainstream 
fans. Stain (Epic 52780:44:59: ★★★★7?) 
pushes the envelope of commercial viability, 
expanding a hard-rock sensibility to encom
pass elements of speedmetal, r&b, and noise 
If Stain is a little less adventuresome than 
1990’s Time's Up. it compensates with 

Living Colour: (l-r) Will Calhoun, Doug Wimbish, 
Reid, and Corey Glover

aggression.
Starting with the rage of "Go Away," Living 

Colour attacks with pounding rhythms and 
catchy hooks. This is a consistently provoca
tive band with something to say Lyric topics 
include guilt, hate, police brutality, bisexuality, 
and the world's angriest mailman. The band's 
canny enough to know where and when to use 
a sample, a Beatle harmony, an Aerosmith riff. 
Reid's turbulent but compact guitar solos in
voke Hendrix spiritually, though not literally. The 
instrumental "Wtff" flirts with Bomb Squad 
production and hints at the bands experimen
tal side It's impossible to reconcile Living 
Colour's potential for exploration with its mas
sive audience. A Vernon Reid solo project is 
needed.

Brooklyn's M-BASE Collective evolved from 
support group and booking service to think
tank. Co-founder/alto saxophonist Steve Cole
man and like-minded associates wondered 
why jazz fusion couldn't incorporate "free" horn 
solos and unconventional, funk-based 
rhythms. The M-BASE sound is distinctive, if 
inceasingly reliant on formula. Horns dart 
through complex vamps while chilly synthe
sizers mix with edgy piano and guitar chords.

This is how M-BASErs hear the future. Anatomy 
Of A Groove (DIW Columbia 53431:54:58: 
★ ★★) reunites Coleman and Greg Osby on 
saxophones with M-BASE house drummer 
"Smitty" Smith and vocalist Cassandra Wilson, 
and features tunes by seven members of the 
collective, highlighted by the South African lilt 
of Wilson's "One Bright Morning." All employ 
familiar M-BASE constructs. The perform
ances are strong, particularly Smith’s drum
ming and Wilson’s vocals, but this gathering 
sounds contrived.

THE RAREST
M0NK8BIRD
Blue Non brings you Unreleased Recordings from the Greatest Jazz Artists of the Century.

The Finest in Jas is on Blue Note Compact Discs and Cassettes

Por a free catalog, please write lo:
True Blue Music 35 Melrose Place Stamford, CT 06902

The principals join Steve Coleman and Five 
Elements for Drop Kick (Novus 63144-2; 
61:50: ★★★). Coleman’s work represents the 
M-BASE dialectic in its most concentrated 
form, valuing speed and agility over feeling. 
With Drop Kick. Five Elements functions like a 
finely tuned engine: quick, precise, and relent
less. The rhythms are tight, urgent, and possi
bly constricting. You hear discipline and con
trol, along with a unique harmonic sense, but 
it’s difficult to make any emotional connection 
with the music. Drop Kick has the narrowing

|5llfflWKIIiJ!|
BLUE NOTE.

© 1993 Capitol Records, Inc. 
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focus of a man painting himself into a corner.
Strata Institutes Transmigration (DIW Co

lumbia 53432:68:51: ★★★★V2) suggests 
fresh applications of Coleman and Osby's 
theories. Transmigration is among the most 
persuasive and enjoyable projects from the 
M-BASE think-tank. Sounding as much like 
Chicago as Brooklyn, the session focuses on 
veteran tenor Von Freeman. Freeman has long 
influenced Coleman, and Von’s contributions to 
last year's terrific, neg ected Rhythm In Mind 
encouraged Coleman to slow down and swing 

JACK D e J O H N E T T E

MARC JOHNSON

The accomplished and acclaimed Lyle 

and keyboardist for the Grammy A w a r d - w i n n i n g Pat 

Metheny Group, brings you his third solo album. With 

legendary drummer Jack DeJohnette and veteran bassist

watch tor tìis nationwide lour beginning aprii 16.

METHENY 
GROUP 

GEFFEN PRODUCTIONS 
produced by pat melbeny co-produced by steven rodby 

Marc Johnson appears courtesy of JMT Productions/Bamboo Records.
Jock Dejohnefté oppears courtesy of Somethin' Else Records, a division of Toshiba-EMI 

• î903 Geffen Records. Ire

LYLE MAYS

Tarheel Slim & Little Ann

a bit. The two generations find common ground 
with funk grooves subordinated to blues and 
straightahead sounds. Coleman claims Charlie 
Parker as an idol, and that affinity has never 
been so clear. Freeman's presence inspires 
expressive, well-developed solos from Cole
man and Osby, and there’s plenty of interplay 
among the horns. Freeman lingers over Henry 
Mancini's "Mr. Lucky" and Tadd Dameron's "If 
You Could See Me Now," and everyone 
stretches out on Coleman's slow blues, 
"Speake." DB

Furious Fire
by Dan Ouellette

B istening to the two-CD compilation The 
Fire/Fury Records Story (Capricorn 

42009; 69:19/71:04 ★★★★★) is like digging 
in your backyard and finding gold nuggets. 
This collection unearths a surprisir gly rich vein 
of the blues-based music that helped spawn 
rock & roll and soul. The mother ode is r&b. 
and these resplendent 51 specimens of roots 
music come from the Fire/Fury Records label 
founded in New York in 1959 by producer 
Bobby Robinson.

As one of the first black-owned independent 
record companies of the late '50s and early 
60s. Fire (and its subsidiary Fury) developed a 
sizable and decidedly eclectic roster of raw 
blues, r&b. soul, and gospel talents for more 
than a decade. Fire/Fury was home to such 
well-known singers as Wilbert Harrison. Buster 
Brown. Lee Dorsey, and Gladys Knight, and to 
such gritty blues guitarists as Lightm i Hopkins 
and Elmore James. But the label was also the 
roost for a number of amazing, but relatively 
unknown, artists like Tarheel Slim & Jttle Ann, 
Mighty Joe Young, and an obscure South 
Carolina soul singer named Joe Haywood, 
whose previously unreleased "Strong Feeling" 
provides an exhilarating close to this collection.

Of course, the compilers have included such 
obvious classics as Harrison's million-selling 
shuffle “Kansas City," Don Gardner & Dee Dee 
Ford’s gospel-tinged “I Need Your Lovin',” 
James’ "Shake Your Moneymaker" and “Dust 
My Broom." Brown’s blues hits “Fannie Mae" 
and "Sugar Babe," and Dorsey's b.oyant tri
pleheader of fun soul-pop numbers “Ya Ya." 
"Do Re Mi," and “Eenie Meenie Mmy Mo."

But what makes this package excellent are 
the tunes that rarely if ever get any kind of 
rotation on the oldies radio stations, ’here are 
great discoveries to be had here, including a 
number of robust instrumentals by sax man 
King Curtis (of the Coasters' "Yakety Yak" 
fame), a couple of pieces of Dr. Horse (includ
ing a great Ken Nordine-ish cool-jazz tune. 
“Jack, That Cat Was Clean"), Titus Turner's 
spine-tingling “All Around The World." and gritty 
acoustic blues by Hopkins (his sparkling guitar 
clinic on "Mojo Hand") and Arthur ‘ Big Boy" 
Crudup (a major influence on Elvis Presley). 
Plus, as the compilers did with the superb 
Elmore James two-CD box, Capricorn pro
vides an informative accompanying booklet 
with interviews, studio info, and stories DB



Max Roach
PERCUSSION BITTER SWEET—Impulse! 
GRD-122: Garvey's Ghost; Mama; Tender War

riors; Praise For A Martyr; Mendacity; Man 

From South Africa. (40:57)
Personnel: Roach, drums; Booker Little, trumpet; 
Julian Priester, trombone; Eric Dolphy, alto sax
ophone, bass clarinet, flute; Clifford Jordan, tenor 
saxophone; Mal Waldron, piano; Art Davis, bass; 
Abbey Lincoln, vocals (1,5); Carlos "Patato” Val
dez, Carlos “Totico" Eugenio, percussion (1,3,6).

★ ★ ★ ★ ★

The Civil Rights Movement of the early '60s 
galvanized Max Roach's music. It inspired the 
historic Freedom Now Suite and adventurous 
projects like It's Time, his still-bracing first 
recording with a chorus. Chronologically, '61 s 
more modestly scaled Percussion BitterSweet 
is the middle man. but it’s just as out-front in its 
political passions.

Compositionally. Roach was surveying a new 
plateau. Works such as "Tender Warriors," 
which benefited from the contrasting moods of 
Eric Dolphy’s flute and bass clarinet, are built 
upon voicings and cross-rhythms that tugged 
at his graceful melodies and sleek themes to 
produce strong, dramatic tensions.

Percussion Bitter Sweet is also an excellent 
soloist’s forum, where topnotch work from 
Clifford Jordan, Julian Priester, and Mal Wal
dron is the base line. “Garvey's Ghost,” fueled 
by simmering percussion, contains one of the 
most fiery statements Booker Little ever re
corded. Setting up one of Roach’s blistering 
solos, Dolphy’s grenade-like alto on "Men
dacity" rips the poignant ballad into razor- 
edged fragments, an improvisation that fore
shadowed the breakthroughs of the AACM and 
BAG altoists. —Bill Shoemaker

SUMMER
JAZZ FESTIVALS 
IN WESTERN 
CANADA 
FEATURING 
THE WORLD'S 
FINEST ARTISTS

AirCanada

DU MAURIER LTD. JAZZ CITY 
INTERNATIONAL JAZZ FESTIVAL 
EDMONTON JUNE 25-JULY 4

JAZZ FEST INTERNATIONAL 
VICTORIA JUNE 25-JULY 4

CALGARY INTERNATIONAL 
JAZZ FESTIVAL 

JUNE 25-JULY 3

THE JAZZ WINNIPEG FEST
JUNE 21 - 27

DU MAURIER LTD. 
INTERNATIONAL JAZZ FESTIVAL 
VANCOUVER JUNE 25-JULY 4

DU MAURIER LTD. 
SASKATCHEWAN JAZZ FESTIVAL 
SASKATOON JUNE 25-JULY 3

Peter Erskine
YOU NEVER KNOW—ECM 1479 517 353-2: 
New Old Age: Clapperclowe: On The Lake; 

Amber Waves; She Never Has A Window; Evans Photo: Heidi Harsieber

I yU Sponsor;
ii £$& Swiss Bank Corporation, 
IV. Basle/Switzerland.
Hat Hut Records LTD, Box 461, 

4106 Therwil/Switzerland

FRANZ KOGLMANN 
on hatART CDs

6003: 
ABOUT YESTERDAYS 

EZZTHETICS 
6018: 

ORTE DER GEOMETRIE
6033:

ICH 
6048: 

A WHITE LINE 
6078: 

THE USE OF MEMORY 
6093: 

L’HEURE BLEUE 
6108: 

SCHLAF SCHLEMMER, 
SCHLAF MAGRITTE 

6123; 
FOUR CANTOS 

(NEW RELEASE)

and on hatART CDs 
6081: 

PAUL BLEY/ 
12(+6) IN A ROW 

6118: 
PAUL BLEY, 

FRANZ KOGLMANN, 
GARY PEACOCK/

ANNETTE
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Above; Pure & Simple; Heart Game; Everything

I Love. (58:41)
Personnel: Erskine, drums; Palle Danielsson, 
bass; John Taylor, piano.

★ ★ ★ ★ Vz

If Weather Report was Erskine's yang, this ECM 
debut represents his yin A highly interactive 
session along the lines of the great Bill Evans 
trios, his playing here is more zen than macho, 
more Paul Motian than Buddy Rich. On con-

templative fare like John Taylor's spacious 
“New Old Age" and Vince Mendoza’s "Heart 
Game," he explores tones, textures, and dy
namics with a painterly touch. His brushwork 
on Mendoza’s melancholy "Amber Waves" and 
his own delicate "On The Lake" is sensuous 
and alluring, two terms you’d never associate 
with the Buddy school. Rather than keeping 
strict time, Peter plays a more melodic function 
here, commenting on the music while Dan
ielsson holds the center. —Bill Milkowski

The Callet Trumpet Mouthpiece 
vs. 

The Other Guy’s
What makes a Callet Mouthpiece “different” from those 

offered by other manufacturers? First of all, Callet’s 
inventory of custom mouthpieces numbers in the hun
dreds so that quite simply, if we can’t fit you with the per
fect for y on mouthpiece, no one can. How do we fit you? 
Believe it or not, we have developed a screening process 
which enables us oner the phone to achieve a phenome
nal 85% successful fitting ratio!

At Callet, mouthpieces carry a one month return privi
lege and our custom models carry a flue year free ex
change guarantee.

No other manufacturer will match our guarantees.
No other manufacturer will guarantee your success.

No other manufacturer gives free embouchure advice.
Callet mouthpieces are different by design. They are 

made to enable you to play in tune with great power with 
focus and center with phenomenal range in all registers.

What are you waiting for? Try a Callet...If it doesn’t 
improve your playing drastically, we’ll refund your 
money. Where else can you get this kind of service?

While others make the same mouthpieces which were 
designed 50-60 years ago, Callet designs for today.

Consider this...only a madman or someone very confi
dent in the products he produces would dare make these 
guarantees.

Find out for yourself if Callet is crazy or if he is a genius. 
Call 1-800-JCS-HORN now

125 Lake Ave • Staten Island, N.Y. 10303

Jerry Granelli
A SONG I THOUGHT I HEARD BUDDY SING— 
ITMP 970066: Wanderlust; Smoky Row; The 
Oyster Dance; Billie's Bounce; Coming 

Through Slaughter; In That Number; Prelude 

To Silence; I Put A Spell On You; Blues 
Connotation; Blues Connotation (Reprise). 

(58:21)
Personnel: Granelli. drums; Kenny Garrett, alto 
sax: Julian Priester, trombone: Bil Frisell, guitar, 
banjo; Robben Ford, guitar; Anthony Cox. bass; J. 
Granelli, electric bass (2,5,6,9).

★ ★ ★ ★ ’/2

This blues-based offering has the unlikely 
twosome of Robben Ford and Bill Frisell ex
changing wicked bent-string statements. Ford 
sticks largely to the tradition while Frisell fre
quently takes the pedal-steel/Bi.ddy Guy-on- 
acid approach. Kenny Garrett pays heartfelt 
homage to Johnny Hodges on ’Wanderlust," 
and Ford's keening arrangement sf Screaming 
Jay Hawkins’ “I Put A Spell On You” is a high 
point. Throw in nods to Bird ("Billie’s Bounce") 
and Ornette (“Blues Connotation’) along with 
Granelli's highly impressionistic originals, and 
you've got one provocative package. —B.M.

Daniel Lanois
FOR THE BEAUTY OF WYNONA—Warner 
Bros. 4-45030; The Messenger; Brother L.A.; 
Still Learning How To Crawl: Beatrice; Wait

ing; The Collection Of Marie Claire; Death Of 

A Train; Unbreakable Chain; Lotta Love To 
Give; Indian Red; Sleeping In The Devil's Bed; 

For The Love Of Wynona: Rocky World.

Personnel: Lanois. guitar, vocals; Daryl Johnson, 
bass, percussion, vocals, drums; Malcolm Burn, 
various keyboards, guitar; Bill Dillon guitar, gui- 
torgan, mandolin; Ronald Jones, drums, 
Flintstone’s Kit; Sean Devitt, processed tape loop 
(12); Emanual del Casal, bass (2); Nicholas 
Payton, trumpet.

This album is a sonic marvel. First of all, there's
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a new rawness and depth to Daniel Lanois' 
vocals, which sounded somewhat weedy on 
1989's Acadie. Must've been taking voice 
lessons from U2's Bono. Or maybe it's the 
banks of sound-processing equipment he so 
cleverly utilizes at his Kingsway Studio in New 
Orleans. Whatever, the voice is so present and 
riveting, the heavily treated guitars burst 
through the mix with the urgency of a sniper 
attack, the rhythms are huge and mesmerizing, 
and the hooks are ever-present. There's a sad 
beauty to "The Messenger." "Rocky World." 
and the mellow “Death Of A Train," while 
"Brother L.A." and “Lotta Love To Give" rock 
with a vengeance. Canadian Lanois also pays 
a fitting tribute to his adopted home on a 
grooving version of the Wild Tchoupitoulas' 
"Indian Red.” —B.M.

Marlon Jordan
THE UNDAUNTED—Columbia CK 52409: Vil
lage Blues; Confrontation; Laurie’s Mood; In 

Or Out; The Undaunted; That's Gone; New 

Orleans Street Beat. (59:39)

Personnel: Jordan, trumpet; Tim Warfield Jr., 
tenor sax; Tarus Mateen, bass; Troy Davis, drums; 
Eric Reed, piano.

★ ★ ★ ★

Now that Wynton can't decide if he wants to be 
Duke Ellington or Raymond Scott (see Citi 
Movement), his New Orleans protégé Marlon 
Jordan is left to carry on the '60s Miles Quintet 
legacy for Columbia. He does so here with an 
arresting verve and relaxed confidence that’s 
been lacking (check his laid-back growling 
and half-valve statements on the bluesy "Lau
rie’s Mood” and his muted-trumpet burn on "In 
And Out"). Warfield provides a powerful Trane- 
Wayne connection, and the rhythm section 
feels good swinging hard or laying down a lazy 
Second Line groove. —B.M.

Branford
Marsalis

Dave Guardala® Saxophones
Alto Gold Brass

Dave Guardala is proud to 
announce the introduction of his 
Artist Quality Hand-MadeTenor ARq

Gold Lacquer Gold Lacquer Clear Lacquer Saxophone line.
Sliver Plate Silver Plate Black Nickel Plate Available at Fine Woodwind 

Dealers Worlwide.Black Nickel Plate Black Nickel Plate
Soprano coming soon!

1992 Dave Guardala

Saxophonists
For the Finest in Hand Made Saxophone

Mouthpieces and ReedsDave Guardala® Mouthpieces, Inc. Dave Guardala® Reeds. Inc.
P.O. Box 926
Hicksville, New York 
11802
U.S.A.
516-254-2220
FAX: 516-254-2229

Michael
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fl Kenny Burrell 
& John Coltrane
“Freight Trane" (from Kenny Burrell & John 

Coltrane, Fantasy/OJC) Burrell, guitar; Coltrane, 

tenor saxophone; Tommy Flanagan, piano; Paul 

Chambers, bass; Jimmy Cobb, drums.

This is John Coltrane and Kenny Burrell 
together. I’ve never owned this record, but 
it’s one that I listened to while I was going to 
Berklee in 1971. The school had a great 
library where I spent most of my time either 
copying tunes out of fake books or just 
listening to albums. Burrell has this thing 
with his articulation that I’ve never heard 
anyone else do. He creates this beautiful 
sound with the way his pick hits the strings. 
To hear Coltrane playing with a guitar 
player is pretty exciting. 5 stars.

Sonny 
Sharrock
“Promises Kept” (from Ask The Ages, Axiom) 

Sharrock, electric guitar; Pharoah Sanders, tenor 

saxophone; Elvin Jones, drums; Charnett 

Moffett, acoustic bass

I hadn’t heard this before, but I’m pretty sure 
it’s Sonny Sharrock. I’m not as familiar with 
him as I should be. I was introduced to him in 
1968 or 1969, around the time when I was 
first getting into Wes Montgomery and 
Kenny Burrell. I went toa Herbie Mann jazz
rock concert, and I saw Sonny Sharrock 
brutalizing his guitar with a slide. I was just 
starting to step into the quote-unquote ‘jazz 
world,’ and hearing him break all the rules 
was liberating. At the time I was just trying 
to play the right notes, but what he did stuck 
with me. I felt it was a brave thing to do then, 
and it’s inspiring to see that he’s still got the 
same conviction. Another 5 stars. Anything 
with Elvin Jones I have to give top rating.

Jim Hall
“Scrapple From The Apple” (from Guitar Player 

Magazine Presents Legends Of Guitar—Jazz, 

Vol. 2, Rhino) Hall, guitar; Don Thompson, bass; 

Terry Clarke, drums.

That was Jim Hall doing Charlie Parker’s 
“Scrapple From The Apple.’’ It’s an inspiring 
piece to hear done on a guitar. 5 stars. Jim's 
done so much to advance the instrument in 
the way that he takes ideas, phrasings, and 
articulation from other musicians and ap
plies them to the guitar. I took lessons from 
him, and he'd tell me to listen to a Sonny 
Rollins solo. Or he’d play a Bill Evans piece 
and have me check out the harmonic ele
ments. That was a key for me in terms of 
opening up the possibilities on guitar by 
listening to different instruments, whether 
it’s a banjo, a harmonica, or even the entire

BILL FRISELL

by Dan Ouellette

Atop vote-getter in DB’s Critics and
Readers polls, Bill Frisell's albums 

have consistently garnered 4- and 
5-star reviews, and he has added haunt
ing and scintillating licks to session work 
with a diverse cast of musicians ranging 
from John Zorn to Marianne Faithfull. 
Recent projects include his stint in Hal 
Winner's studio band for Weird Night
mare: A Meditation On Mingus (see DB 
Oct. ’92) and his latest Elektra None
such release, Have A Little Faith, an 
album of covers by songwriters Aaron 
Copland. John Hiatt, Muddy Waters, 
Sonny Rollins, John Philip Sousa, Ste
phen Foster, Bob Dylan, and Madonna 
(see “Reviews" Apr. ’93).

For this, his second Blindfold Test, we 
spent a rainy afternoon at his producer 
Lee Townsend’s house in Berkeley.

Cleveland Symphony.

Pat Metheny & 
Ornette Coleman
"Song X Duo” (from Song X, Geffen) Metheny, 

guitar; Coleman, alto saxophone.

That was Ornette and Pat Metheny. Another 
5 stars. This is so good it’s ridiculous. 
Ornette has this casual way of throwing off 
phrases. The music is so much a part of him. 
It’s as if he’s walking down the street whis
tling. Pat has always acknowledged Ornette 
as a big influence, so I think it’s cool he 
worked on this project. This album was such 
a left turn for him. Businesswise it was risky. 
But I think he sounds great in this context. 1 
especially like the way he triggers a sax 
sample with his guitar.

David Torn
“Voodoo Chile" (from Door X, Windham Hill) 

Torn, guitar, vocal, percussion, tablas; Antony 

Widoff, keyboards, percussion; Mick Karn, bass, 

percussion; Bill Bruford, drums.

That’s David Torn. It’s amazing that he can 
take a Hendrix tune and not just rehash it, 
but somehow make it his own. Hendrix was a 
big influence on me, but I don't know if I’d 
ever dare covering one of his songs. David’s 
one of these real cutting-edge guys who 
experiments with sound. I get lost in all the 
MIDI stuff, but David knows how to use the 
technical advances in guitar playing to his 
advantage. It really shows in this song. I like 
the way he sings it, too. 5 stars.

^3» Henry Kaiser
“Get Moose And Squirrel” (from Li mon Fish 

Tweezer, Cuneiform) Kaiser, guitar

That one made me laugh. That was Henry 
Kaiser. He has so much energy in his play
ing. He’s Mr. Positive Energy. I can just see 
him playing that, with his feet flying over the 
pedals. He’s either using a harmonizer or a 
delay that repeats what he plays back at a 
later time but at a different pitch and a 
different speed. Another 5 stars. That was a 
cool piece. I like the way he uses the effects. 
You don’t hear a box turning on or off. That’s 
my goal: to make the effects as invisible and 
organic to the piece as possible.

Bob Mould
"No Water In Hell" (from Guitar Spiak III, IRS) 

Mould, Fender Stratocaster, American Standard 

guitars. Fender jazz bass.

Well, you got me there. I don’t have any idea 
who this is. I’d hate to break m\ pattern, but 
I’ll give this 3 stars even though I don’t feel 
I’m really qualified to give it a star rating. I’m 
not really attracted to this, yet 1 feel I should 
be. John Zorn’s into this kind of music, and 
he’s played me some on occasion. On the 
surface, I just hear a wall of noise with a 
drummer playing a polka beat. It has a 
dense, thick sound, and there are some 
interesting rhythmic changes going on. But 
it sounds like a bunch of guys rolling on a 
floor in their own vomit. I guess I’m getting a 
little too old for this. Even though I should 
give this music more of a chance. I don’t go 
out of my way much to check it out. DB
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