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Joshua Redman

o, You Wanna

By Pat Cole

hat a difference a year has made in the life of 
Joshua Redman. Twelve months ago, Redman was 

a largely unknown musician in search of a dream. Today, he’s a 
young man in the limelight. He’s been showered with brisk record 
sales, an enthusiastic following, plenty of calls from major booking 
agents, too many calls at home from star-struck fans, and more 
nights in strange hotels than he cares to remember.

Not that Redman’s complaining about instant success. He’s ecstatic. 
But a dizzying rise to fame has its drawbacks. Sleep, for one, has been 
hard to come by. At a concert stop last September in San Diego, the 
young Redman was so short on sleep, he almost collapsed. “The only 
way I could stay awake was to keep playing,” recalls 
the soft-spoken tenor player. “Every time I stopped 
playing, I felt like I was going to pass out.”

Redman has managed to conquer the hard part 
of being a jazz musician: breaking through a sea of 
saxophonists and winning recognition as a potential 
torchbearer of his generation. Now, comes the 
momentous test of building on this quick start. 
Fans and critics alike wonder: Can he maintain his 
momentum? Will he grow musically? Can he 
handle instant fame or the business aspects of his 
new life and still thrive musically?

Understanding how he came out of the blocks 
helps answer some of those questions. His ascent 
in the jazz world has arguably been the Cinderella 
story of 1993. After listening to his CD or witness
ing a live performance, many critics showered him 
with adjectives and superlatives. Within four 
months of its release, Redman’s self-titled debut 
sold more than 30,000 copies and rose to No. 3 on 
Billboard’s jazz charts.

Wish, his second album, released in September, is even better 
(see “Reviews” Nov. ’93). The album, with some tunes recorded live 
at the Blue Note in New York, let Redman fulfill his dream of playing 
with some of his idols. It features Pat Metheny on guitar, Billy 
Higgins on drums, and Charlie Haden on bass. Within a week of its 
release, it became the most-played jazz album on radio stations 
nationwide, according to the Gavin Report.

Redman admits that while success has happened quickly, it hasn’t 
been easy. Upon meeting him for the first time, one would hardly 
know that the Berkeley, Calif., native’s life has undergone a sea 
change. Two days after the San Diego gig, Redman took some time 
to unwind and catch up on sleep at his aunt’s house in Los Angeles’ 
Silver Lake district. Casually dressed, he practiced riffs in a 
terraced garden overlooking a valley of dated Spanish-style homes, 
apartments, and bungalows.

When meeting a guest, Redman flashes a wide smile and offers 
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an array of soft drinks. He begins talking about living like a gypsy 
on the road, the ritual musicians either love or loathe. Since June 
1992, he has spent about half his life in airports, buses, or cars, 
traveling from gig to gig.

“It’s exhilarating,” says Redman. “There is a real sense of 
freedom when you go on the road. You’re not tied to a specific 
location. But then there is also a sense of imprisonment. Some
times, I feel like all I do is pack and unpack. .An hour a day is spent 
packing. There is so much else I could be doing. It’s been a year- 
and-a-half since I’ve listened to a CD from beginning to end. I feel 
like I lose a lot of my life on the road.”

But the travel is definitely worth it, he concludes. 
Redman genuinely likes playing for an audience. “I 
like being on stage,” he says. “Which is funny, 
because when I was young in school, I didn’t like 
raising my hand in class, and I never got kicks from 
being in front of a lot of people.”

Redman, 24, is by no means the first young 
sensation the jazz world has seen this century. In 
fact, his rise certainly fits a pattern. Wynton 
Marsalis was only 19 when he started making an 
impact with Art Blakey and the Jazz Messengers, 
and 22 when he earned two Grammys for his jazz 
and classical albums. Miles Davis was a mere 21 
when he was anointed by Esquire as jazz’s New- 
Star. And Duke Ellington was in his mid-’20s when 
he became a noteworthy bandleader.

« ^V^hat separates Redman from prodigies past is 
g W his extraordinary mix of academic intellect 
“ with musical artistry. After graduating from 

Berkeley High School as its valedictorian, he en
tered Harvard University with the intention of becoming a doctor. 
Then, after choosing social studies as a major, he sought to become 
a lawyer. “I never wanted to be a professional musician,” Redman 
says. “I saw how hard it was for my father [tenorman Dewey Red
man] to succeed.” So Redman graduated summa cum laude, applied 
to Yale Law School, deferred his admission, then won the Thelo
nious Monk Institute’s prestigious Jazz Saxophone Competition. It’s 
not the normal path that serious musicians take to jazz prominence. 

In addition, one would think that he spent hours and hours in a 
room playing riffs while hearing his conscience shout, “Practice, 
practice, practice!” Hardly. Listen to this:

“It’s a bit of a losing battle right now,” Redman says with some 
regret. “The time for personal musical reflection is deficient. I don’t 
practice. 1 mean, luckily, I never really did. Before, I didn't like 
practicing, and 1 had the time to do it. Now I have a desire to 
practice, and I don’t have the time.
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“He’s discovered his soul a lot more quickly 
than most musicians do.”—Charlie Haden

“The dominant things in my life are the peripheral things: doing 
interviews, keeping contact with the record company That does 
dominate right now. And it won’t continue to dominate. Because I’m 
definitely at a point where I have to set aside that time for personal 
musical reflection. If) don’t, I’m going to end up being frustrated. 
That’s what I’m grappling with right now.”

To Warner Bros., Redman, though young, represents a future 
stalwart. “I think Joshua felt he had a chance to be nearly one of a kind 
here,” says Ricky Schultz, Warner Bros.’ vice president of jazz and 
progressive music. “l ie’s happen
ing because he’s extraordinary7.
He’s the real thing. This is the 
most excited I have been about an 
artist in the last 15 years. The last 
artist I had been that excited 
about was Pat Metheny.”

So it’s clear that Redman has 
all the promise to be a great 
musician. But how will he grow and thrive? During the interview, he 
revealed three key paths to flourishing as a musician.

Step One: Play music from the soul.
Many critics think he has accomplished this. Redman, however, 

thinks he has a way to go. “People say I sound mature, and I think that's 
the greatest compliment you can get,” he says. “But I consider myself 
a beginner. Also, I try to be honest in what 1 do. Maybe there’s a 
directness and an honesty7 that I have. When I hear some musicians, 
sometimes I feel like they’re not playing from the soul. Any kind of 
intellectual agenda distracts from what the music is about.”

Well, he may be a beginner, but believe what some critics and 
observers say—Redman has discovered his voice in raw form. His 
doesn’t focus on speed, technique, or copying Stanley Turrentine or 
Dexter Gordon licks. Instead, he says, he hones in on communicat
ing emotions. During the recording of Wish, Charlie Haden was 
amazed at his phrasings. “He plays very original solos,” he said. 
“He’s discovered his soul a lot more quickly than most musicians do. 
His solos are very7 mature and consistent with a lot of continuity. He 
doesn’t rely on licks like a lot of people do. He makes his own licks, 
and I’m sure he’s going to be a very7 influential musician in jazz as 
soon as he gets more experience.”

1 I ow should Joshua get that experience?
I t Step Two: play with musicians who challenge you, young or old.

Part of the strategy behind WTs/z was for Redman to play with an 
elite group of jazz musicians. “It was a music lesson,” Redman says 
about the day-and-a-half recording session. "It was a chance to learn 
from three of my idols. I was scared shitless going into the studio. I 
had all these insecurities and doubts. But once we played the first 
beat, all that mattered was the music.”

What did Redman learn from Pat Metheny, for instance? “He’s an 
incredibly great storyteller,” Redman says. "When he improvises, it 
doesn’t sound like a bunch of licks. There’s always a journey. It can 
be a far-out journey at times, but there’s always a sense of struc
ture. He always has something to say. Seeing that process firsthand 
was like seeing a master sculptor in the actual stage of sculpting 
instead of just seeing the finished product. And he really has a sense 
of how to communicate to an audience without compromising.”

While some observers think that young jazz musicians shouldn’t 
focus on playing with their peers, Redman sees the benefits. His 
own bandmembers are unusually accomplished for their age. Red
man's regular bass player, 21-year-old Christian McBride, is argu
ably one of the best young musicians on the scene today. Drummer 
Brian Blade, who is also in his 20s, wins kudos for his passionate, 
sensitive attack. Good musicians are good musicians.

“I think it’s essential to work alongside the masters,” Redman 
says. "I insisted to Warner Bros, that I be able to play as a sideman. 
And I’ve done a bunch. Just this year, I’ve recorded with Melvin 

Rhyne [the late Wes Montgomery’s organ player], Joe Lovano, 
Mulgrew Miller, Paul Motian, and I’m going to record with Milt 
Jackson at the beginning of next year. That’s going to be an ongoing 
part of my career. It’s ven; very important for me to continue to play 
with master musicians.

“But I think there’s something to be said about playing with 
musicians from your own generation. Great musicians come in dif
ferent sizes and shapes. Playing with Christian McBride: to me, he’s 
one of the great bass players out there. And he happens _o be 21. It’s 

just a freak, right? Not to deni
grate the masters that I’ve 
played with, but I've learned as 
much playing with him as I have 
with anyone else. He's an incred
ible musician regardless of his 
age. So, if you find great musi
cians to play with, it really 
doesn’t matter what .heir age is.

Something ven7 positive happens when you bring together musi
cians of the same generation. There is a fire, an intensity an 
unbridled passion. There’s that youthful exuberance that I get from 
playing with my peers that I don’t get in the same way from playing 
with older musicians.”

Before this year, Redman had never been exposed to interna
tional acclaim. So how do you handle fame, money, and set your 
career on a smooth course?

Step Three: Keep a level head, and surround yourself with trust
worthy people.

Redman hardly thinks he’s got it made. “The music business is 
not an artistic meritocracy,” he says. “The best musician doesn't get 
the biggest paycheck. Because I’ve never planned for this, it’s icing 
on the cake. It’s a fantasy, really.”

In his favor, money isn’t a problem for Redman right now. He is 
constantly touring and playing gigs with various bands. "I’m paying 
my rent, I can eat, I’m not in need, I’m not on welfare.” he says. “1 
never had any money, I never had a lot of luxuries. But I’m totally 
aware that I don’t have secure employment. 1 book a gig, get paid, 
and it’s on a daily basis. There isn’t a sense of security.”

Redman isn’t looking for a movie deal, and, no, he doesn’t want 
Branford Marsalis’ job on The Tonight Show. He lives in a diverse 
neighborhood in the Park Slope area of Brooklyn, where he can hear 
music played on the street. It helps him remain anchored in the jazz 
scene. “New York is the only place where there is a really vital 
acoustic-jazz scene,” he says. “Every night, if I want to. I can go and 
see good players. And in Park Slope, I can get away with practicing 
in my apartment.”

So it seems like Redman’s got the formula down, i: he can just 
squeeze time in for more practice. While he’s still worried about his 
future, Warner Bros, executives are less concerned. “You hope that 
a person or a couple of persons like him drop in your lap during your 
career,” says Schultz. “It’s pretty exciting to work with rare and 
genuine talent.”

It certainly looks like Redman knows what he’s doing—and he’s 
only just begun. DB

EQUIPMENT
Joshua Redman plays a Selmer Mark VI saxophone, circa 1959 He uses 
Hemke or Vandoren reeds. His microphone brands vary, and sometimes he 
doesn't use them at all

SELECTED DISCOGRAPHY
(For additional listings, see June '93.)

WISH— Warner Bros 9 45365-2 T-BOP Soul Note 121196-2 (as a sideman

JOSHUA REDMAN Warner Bros 9 with Eric Felten. Jimmy Knepper) 
45242-2





■"■■■■ his year’s edition of the 
Readers Poll shakes things up 

a bit. Having said that, mention should be 
made of the obvious: smokin’Joe Hender
son does it again, winning the triple crown. 
(The Critics Poll did as much in August.) 
More than 3,000 voters from around the 
world put Henderson on top in the Jazz 
Album, Jazz Artist, and Tenor Saxophonist 
categories. This is the first time in DB 
history that an artist has won double back- 
to-back triple crowns for both polls.

The surprises begin with Red Rodney’s 
band upsetting Wynton Marsalis’ for best 
Jazz Acoustic Combo and Henry Threadgill 
(with help from his Too Much Sugar For A 
Dime album) unseating Carla Bley and 
Muhal Richard Abrams for Composer of 
the Year honors. But that’s not all: The ’93 
Critics voted him top Talent Deserving 
Wider Recognition in the Arranger cate
gory, with credits going to various projects, 
including his 5-star Turandot recording 
(see “Reviews” May ’93). The Readers 
have done the Critics one better, handily 
placing Bob Belden on top as Arranger of 
the Year.

A final note: We’ve decided to keep you 
in suspense on the 1993 Readers Poll Hall 
of Fame winner, who’ll be featured in our 
January issue. —John Ephland

BLUES/SOUL/R & B BEYOND ALBUM OF
ALBUM OF THE YEAR THE YEAR

216 Boom Boom, John Lee 
Hooker (Pointblank)

96 Feels Like Rain. Buddy Guy 
(Silvertone)

86 Someone To Love, Charles 
Brown (Bullseye Blues)

80 Goiri Back To New Orleans. Dr. 
John (Warner Bros.)

56 Robben Ford & the Blue Line, 
Robben Ford & the Blue Line 
(Stretch)

210 Ten Summoner's Tales, Sting 
(A&M)

189 Bone Machine. Tom Waits
(Island)

186 Kiko, Los Lobos (Warner Bros.)
150 Tanga. Mario Bauza (Messidor)
54 Kamakiriad. Donald Fagen

(Reprise)
48 3 Years. 5 Months & 2 Days In

The Life Of.. . Arrested 
Development (Chrysalis)

BEYOND ARTIST OF 
THE YEAR

JAZZ ALBUM OF THE YEAR

378 So Near, So Far (Musings For Miles), Joe
Henderson (Verve)

116 Haunted Heart, Charlie Haden & Quartet 
West (Verve)

64 From The Soul. Joe Lovano (Blue Note)
56 CITI Movement (Griot New York). Wynton 

Marsalis (Columbia)
44 Harlem Renaissance. Benny Carter 

(MusicMasters)
40 Too Much Sugar For A Dime, Henry

Threadgill (Axiom)
32 Universal Language. Joe Lovano (Blue 

Note)
32 At The Five Spot. Thelonious Monk & John 

Coltrane (Blue Note)

JAZZ MUSICIAN OF THE YEAR

212 Sting
128 Tom Waits
68 Prince
57 Tito Puente
54 Peter Gabriel
48 Eric Clapton
42 Lyle Lovett
42 John Zorn

BLUES/SOUL/R & B GROUP

BLUES/SOUL/R & B
MUSICIAN OF THE YEAR

294 B.B. King
246 Neville Brothers
105 Kinsey Report
102 Robert Cray
93 Dirty Dozen
63 Albert Collins
60 Charles Brown
60 Ray Charles
60 Buddy Guy

BEYOND GROUP

432 Joe Henderson
136 Branford Marsalis
88 Wynton Marsalis
68 Joe Lovano
66 David Murray
40 Charlie Haden
34 Benny Carter
32 Red Rodney

TENOR SAXOPHONE

248 B.B. King
166 John Lee Hooker
158 Buddy Guy
96 Ray Charles
66 Charles Brown
48 Robert Cray
32 Albert Collins
32 Prince
30 Dr. John

219 Los Lobos
165 Kronos Quartet
159 Tito Puente
78 U2
75 Living Colour
66 Jerry Gonzalez

Apache Band
54 Prince/NPG
54 Sting

837 Joe Henderson
348 Sonny Rollins
327 Joe Lovano
246 David Murray
204 Branford Marsalis

84 Michael Brecker
60 Johnny Griffin
45 Gary Thomas
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JAZZ ACOUSTIC COMBO

378 Red Rodney
237 Wynton Marsalis
174 Phil Woods
147 Charlie Haden
147 Bobby Watson
135 Modern Jazz Quaitet
96 Keith Jarrett
84 Tony Williams
78 Branford Marsalis
42 Art Ensemble of Chicago
42 Roy Hargrove

JAZZ ELECTRIC COMBO

TRUMPET

561 Wynton Marsalis
556 Red Rodney
404 Lester Bowie
285 Roy Hargrove
256 Tom Harrell
196 Arturo Sandoval 
104 Jon Faddis
104 Wallace Roney
104 Clark Terry
84 Terence Blanchard
84 Freddie Hubbard
77 Don Cherry
71 Art Farmer

306 John Scofield
196 Pat Metheny
108 Chick Corea
98 Ornette Coleman
90 Brecker Brothers
84 Yellowjackets
76 Bill Frisell
48 Bela Fleck
48 Joe Zawinul
40 Henry Threadgill
36 Chico Hamilton

JAZZ BIG BAND

579 Count Basie Band
315 McCoy Tyner Big Band
204 Charlie Haden's Liberation 

Music Orchestra
203 Sun Ra
162 David Murray
72 Toshiko Akiyoshi/Lew Tabackin
66 Rob McConnell
60 Illinois Jacquet
51 Jimmy Heath
48 Gerry Mulligan

ARRANGER

TROMBONE

279 Bob Belden
195 Carla Bley
153 Benny Carter
129 Toshiko Akiyoshi
108 Frank Foster
108 Henry Threadgill
99 Jimmy Heath
87 Slide Hampton
87 Wynton Marsalis
78 Bob Mintzer
69 Sun Ra

ALTO SAX

COMPOSER

342 Phil Woods
222 Bobby Watson
201 Jackie McLean

^116 Ornette Coleman 
< 89 Kenny Garrett
~ 83 Benny Carter
4 74 Frank Morgan

53 Steve Coleman
44 Lee Konitz
35 David Sanborn
33 Greg Osby

207 Henry Threadgill
180 Benny Carter
168 Wynton Marsalis
132 Carla Bley
84 Pat Metheny
78 Muhal Richard Abrams
78 Randy Weston
63 Julius Hemphill
60 Ornette Coleman
57 Bobby Watson

BARITONE SAXOPHONE

664 Gerry Mulligan
312 Hamiet Bluiett
204 Nick Brignola

72 John Surman
42 Ronnie Cuber

325 J.J. Johnson
201 Steve Turre
127 Ray Anderson
36 Curtis Fuller
36 Bill Watrous
31 Frank Lacy
29 Craig Harris
22 Delfeayo Marsahs 
19 Robin Eubanks
19 Slide Hampton

CLARINET

444 Don Byron
383 Eddie Daniels 
187 Buddy DeFranco 
80 Alvin Batiste 
49 Kenny Davern
36 Ken Peplowski
27 Paquito D'Rivera

SOPRANO SAX
FLUTE

------ 312 James Newton
409 Steve Lacy 211 James Moody
398 Branford Marsalis 187 Lew Tabackin
265 Wayne Shorter 146 Frank Wess

97 Bob Wilber 134 Dave Valentin
83 Jane Ira Bloom 109 Hubert Laws
70 David Liebman 94 Henry Threadgill
30 Eric Person 53 Kent Jordon
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PIANO

318 Tommy Flanagan
315 Kenny Barron
198 McCoy Tyner
195 Oscar Peterson
153 Geri Allen
132 Keith Jarrett
105 Don Pullen
96 Mulgrew Miller
81 Hank Jones
81 Marcus Roberts
63 Gonzalo Rubalcaba
63 Cecil Taylor
54 Herbie Hancock
47 John Hicks
45 Benny Green

ORGAN

356 Jimmy Smith
346 Don Pullen
261 Joey DeFrancesco
89 Barbara Dennerlein
60 Jimmy McGriff
55 Jack McDuff
31 Charles Earland

SYNTHESIZER

436 Joe Zawinul
309 Lyle Mays
188 Chick Corea
162 Sun Ra
82 Herbie Hancock
44 Wayne Horvitz

ELECTRIC BASS DRUMS

507 Steve Swallow
270 John Patitucci
247 Bob Cranshaw
183 Stanley Clarke
171 Marcus Miller
66 Jamaaladeen Tacuma
65 Bill Laswell
54 Gerald Veasley

ACOUSTIC BASS

412 Charlie Haden
260 Ray Brown
206 Dave Holland
143 Ron Carter

71 Christian McBride
43 Rufus Reed
34 Anthony Cox
34 Robert Hurst
34 Cecil McBee
33 Ray Drummond

PERCUSSION

453 Airto
417 Tito Puente
192 Naná Vasconcelos
189 Trilok Gurtu
150 Famoudou Don Moye
117 Poncho Sanchez
99 Jerry Gonzalez

VIOLIN

526 Stephane Grappelli
170 John Blake
150 Jean-Luc Ponty
142 Billy Bang
84 Leroy Jenkins
64 Mark Feldman
50 Johnny Frigo

441 Max Roach
348 Jack DeJohnette
246 Elvin Jones
192 Tony Williams
96 Billy Higgins
84 Roy Haynes
84 Victor Lewis
81 AI Foster
69 Marvin "Smitty" Smith
63 Joey Baron
63 Lewis Nash
54 Peter Erskine
45 Chico Hamilton
45 Paul Motian

VIBES

678 Milt Jackson
284 Gary Burton
268 Bobby Hutcherson
140 Steve Nelson
104 Lionel Hampton

MISCELLANEOUS 
INSTRUMENT

526 Toots Thielemans 
(harmonica)

292 Steve Turre (shells)
98 David Murray (bass clarinet)
80 Bela Fleck (banjo)
74 Bob Stewart (tuba)
38 Howard Johnson (tuba)
30 Don Byron (bass clarinet)

MALE SINGER

424 Joe Williams
222 Bobby McFerrin
156 Mel Tormé
94 Mark Murphy
82 Tony Bennett
56 Jon Hendricks
54 Ray Charles
46 Jimmy Scolt
36 Harry Connick, Jr
28 AI Jarreau

ACOUSTIC GUITAR

312 John McLaughlin
251 Jim Hall
186 Joe Pass
159 Kenny Burrell
74 Ralph Towner
45 Howard Alden
40 Charlie Byrd
40 Herb Ellis
36 Pat Metheny

ELECTRIC GUITAR

361 John Scofield
214 Bill Frisell
204 Pat Metheny
122 Mike Stern
85 Kenny Burrell
77 Jim Hall
70 Sonny Sharrock

FEMALE SINGER

320 Betty Carter
297 Shirley Horn
250 Abbey Lincoln
158 Cassandra Wilson 
135 Ella Fitzgerald
125 Carmen McRae
120 Sheila Jordon
35 Bonnie Raitt
35 Diane Schuur

VOCAL GROUP

612 Take 6
417 Manhattan Transfer
237 New York Voice
174 Hendricks Fami y
87 Jacki & Roy
57 Sweet Honey in the Rock
45 Zap Mama
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Waltz For 
Bill Evans

john McLaughlin

By John Diliberto

e’s led the Mahavishnu Orches- 
tra and composed for sym

phony orchestras, but Time Remembered: 
John McLaughlin Plays Bill Evans may be 
his most classical recording yet. If your 
image of Bill Evans is set in dusky nightclubs 
bathed in a halo of cigarette smoke, then you 
may be in for a surprise with John McLaugh
lin’s interpretations of the pianist’s work, 
which sound more comfortable with the 
rustling of concert programs than the clink
ing of glasses.

“It’s a more classical, maybe more Euro
pean view of Bill’s music,” admits guitarist 
McLaughlin from a hotel in Cologne, Ger
many. But for the seemingly ageless musi
cian, who nevertheless turns 52 in January, 
that was an essential element of Evans’ art. 
“I think we should remember that in this 
period of the late ’50s with Miles, Bill and 
Gil Evans both brought this very strong 
color of the French impressionists, Ravel, 
Debussy, and Satie, especially from Bill,” 
says McLaughlin, who, having played with 
Miles Davis, can lay claim to the same 
lineage. “This was a predominant color and 
influence he brought into jazz music. Of my 
own favorite colors, Ravel is my favorite 
composer; so it’s true, it doesn’t have this 
night-clubby atmosphere. But it has this 
atmosphere of a studio in Milan, and we’re 
playing his music, and it’s beautiful music.”

It’s been 13 years since the death of Bill 
Evans, the pianist who didn’t so much burst 
on the scene as insinuate himself among its 
firmament right at the roots. His reputation 
was cemented in 1959 on Miles Davis’ 
seminal Kind Of Blue. Evans’ breath-like 
chords and moody edges suffused Davis’ 
music and his own albums for the next two 
decades. He was particularly influential for 
his highly empathic trio recordings along 
with, among others, his introspective duets 
with guitarist Jim Hall.

McLaughlin saw Evans in concert many 
times in the 1970s, although they never 
played together. It was Kind Of Blue that 
seduced a young, 17- year-old British guitar
ist in much the same way many lovers may 
have been seduced by Evans’ own music. “If
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you listen to Bill’s music, he’s essentially a 
romantic,” agrees McLaughlin. “And for me, 
the guitar is a romantic instrument. And I 
felt that if I transcribed it for a number of 
guitars, I could get this essential character, 
translated from the piano and the way he 
played, to the acoustic guitars.”

Which explains McLaughlin’s unusual or
chestration of Evans’ music, using the Euro
pean Aighetta Quartet, a classical guitar 
ensemble, aided by Yan Maresz (a student of 
McLaughlin’s and a composition graduate 
from Julliard) playing an acoustic bass gui
tar. It’s a surprising choice for interpreting 
Evans. After all, McLaughlin spent the last 
several years working in a trio with percus
sionist Trilok Gurtu and various bassists, 
roughly the same format that Evans made 
his own.

“I played piano before guitar,” says 
McLaughlin, although not claiming the pro
ficiency of an Evans, “so I could have done 
that: taken the classic rhythm section, 
played the melody, used substitution chords, 
and played Bill’s tunes and improvised. But I 
always look for the hard way out. I’ve loved 
his music for so many years, and I just 
wanted to do it with the guitar.”

c Laughlin could have taken 
™^^BB the route Evans did on Con
versations with Myself, where he over

dubbed his own piano. “In the beginning, I 
thought I’d do all the parts,” reveals 
McLaughlin. “But when I really started to 
analyze it, I felt it would be too much me and 
not enough of the playing and feeling of the 
playing. I like the fact that you hear different 
sounds and different tones on the guitar. 
And we played together. That’s the really 
important thing, that we played together; I 
think it’s much more beautiful this way.” In 
fact, McLaughlin wrote the music for the 
five other musicians over which he 
improvised.

Of course, these are classical musicians, 
not jazz improvisers. And while Evans was 
influenced by classical music, and even 
composed works in a third-stream vein such 
as Symbiosis, his music was always about 
improvisation and interaction on the most 
intuitive and intimate level.

“Let’s not kid ourselves, you’re not going 
to get classical guys to swing,” admits 
McLaughlin. He was under no illusions since 
he’d composed The Mediterranean for or
chestra and guitar a few years ago. And yet, 
the Quartet devoted literally hundreds of 
hours mastering their parts. (He hopes to 
record his second concerto, “Europa,” next 
year with Michael Tilson Thomas and the 
New World Symphony.) He also has an 
earlier template for a classical approach to 
Bill Evans’ music. In 1986, the Kronos 
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Quartet departed from their usual 20th- 
century classical fare to record Music Of Bill 
Evans. Despite the presence of longtime 
Evans associates, Jim Hall and bassist Eddie 
Gomez, McLaughlin felt the performances 
never captured Evans’ spirit.

“I’ve written for orchestra, and you ask 
them to do things they don’t know how to do, 
and the end result is a little corny,” he says 
sadly. “That’s the problem I had with the 
Kronos Quartet; and I dig that quartet. But 
to try to emulate something that’s not from 
your roots, that’s really hard.”

“I think that essentially Bill 
was a poet. ... He was a poet 
and a heartbreaker, and he 

broke my heart in ’59.”

^^^^^^ne of McLaughlin’s solutions 
was to select Bill Evans’ 

slower ballads rather than time-twisting 
excursions like “Periscope” or “T.TT. 
(Twelve Tone Tune),” although he did give 
the former a shot. The other was to write 
changes for the guitar quartet, almost as if 
they were taking improvisational leads from 
Evans’ tunes. “It’s a little pretentious, I 
know,” laughs McLaughlin, “especially with 
Bill. But since I wrote the music with the 
idea that I would improvise with them, in the 
music that they’re playing, there’s a kind of 
counterpoint which allows me to respect 
implicitly the harmonies that Bill had and 
develop them in a new way with the accom
paniment of the other guitarists. It allowed 
me to be spontaneous, but at the same time I 
was able to interact with the music they 
were playing and phrase in a way that would 
work well with the counterpoint they were 
doing. So, that forced me to be more re
strained and lyrical, because Bill was su
premely lyrical, and maybe a little more 
austere, which is a quality I found in those 
pieces.”

Which doesn’t mean you can expect a 
slow-motion John McLaughlin here. On 
tunes like the stately “Waltz For Debby,” the 
guitarist seems to literally levitate out of the 
piece, his improvisation soaring in rapture 
before descending back into the melancholy 
theme.

In fact, a sense of melancholy and loss 
pervades the album. Evans took some hard 
roads in his life, including addiction to heroin 
and alcohol. McLaughlin, who had experi
enced his own radical life changes from the 
’60s scene into his ’70s spiritualism, knows 
those changes well, and he hears them in the 

music of Bill Evans.
“As a musician, the story you tell is your 

own life story,” he reflects. “We know he had 
drug problems, yet he was able to continue 
to be creative; but he paid a heavy price and 
died young. But I think that essentially Bill 
was a poet, and a lot of poets die young. He 
was a poet and a heartbreaker, and he broke 
my heart in ’59. But he had trouble with
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booze, and you can hear it in the records 
where he gets angular and slightly aggres
sive. But, for me, he was really sublime 
when he would play a ballad. It’d bring tears 
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Nowhere is that more evident than on 
“Turn Out The Stars.” “The title is so 
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says McLaughlin, “because it’s really kind of
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EQUIPMENT
John McLaughlin is between worlds with his 
equipment setup, adapting to the many different 
projects he's engaged in For Time Remembered. 
he simply used an Aoraham Wechter acoustic 
guitar. “He's a luthier based in Michigan who's 
been making my guitars since the Shakti days 
[the mid-'70s],” says McLaughlin. For the Evans 
project, McLaughlin transcribed the scores into 
Coda's Finale

He is also working with an electric setup for the 
first time in years He's pulled out a Gibson 175-D 
and runs it with no processes or effects except for

SELECTED DISCOGRAPHY
(For additional listings, see DB May ’91.)

TIME REMEMBERED: JOHN McLAUGHLIN PLAYS BILL 
EVANS— Verve 314 519 861-2

QUE ALEGRIA—Verve 837 280-2
LIVE AT ROYAL FESTIVAL HALL- JMT 834 436-2 

“THE MEDITERRANEAN CONCERTO"—CBS 45578 

ELECTRIC DREAMS—Columbia/Legacy 48892
ELECTRIC GUITARIST— Columbia/Legacy 46110

MY GOALS BEYOND— Rykodisc 10051

DEVOTION— Celluloid 5010

with the Mahavishnu Orchestra
INNER WORLDS—Columbia 33908

LOVE DEVOTION SURRENDER—Columbia 32034
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the Sony M-7: “It's really powerful with digital EQ. 
and it gives you a stereo signal out of a mono input."

McLaughlin's contemplating dusting off the 
MIDI setup he employed with his most recent trio 
He runs his acoustic "through a Photon MIDI 
converter, triggering a Yamaha TG-77 synthe
sizer. It's really powerful," exudes the guitarist, 
"because you've got advanced DX technology 
with the wave-form sampling, and you can mix 
them all around For the creation of sounds it's 
really tremendous." He rounds it off with a Lexicon 
LXP-15 reverb unit.

Legacy 46867

APOCALYPSE—Columbia/Legacy 46111
BETWEEN NOTHINGNESS & ETERNITY— Columbia

32766

BIRDS OF FIRE— Columbia 31996
INNER MOUNTING FLAMS—Columbia 31067

with Shakti
SHAKTI— Columbia/Legacy 46868
A HANDFUL OF BEAUTY— Sony SRCS 7015 (Japan only)

with Al Di Meola & Paco De Lucia
PASSION GRACE & FIRE—Columbia 38645

FRIDAY NIGHT IN SAN FRANCISCO—Columbia 37152

DIGITAL GRAND PIANOS 
RECORDING EQUIPMENT 

PRO SOUND SYSTEMS 
DJ EQUIPMENT 

SING-ALONG MACHINES 
SHEET MUSIC 

LIGHTING EQUIPMENT

Bill Evans: Time remembers him
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‘turn out the universe.’” McLaughlin’s rendi
tion is at once haunting and awe-inspiring.

McLaughlin has no plans to continue his 
Evans tribute with a tour or follow-up 
recording. The Aighetta Quartet has its own 
career, and the rehearsal time for another 
group of musicians would be formidable. 
Instead, he’s already off on another project 
that will put him in touch with the electric 
guitar for the first time in years. He’s 
performing in an organ trio with ex-Miles 
Davis sideman Joey DeFrancesco and drum
mer Dennis Chambers that will take him 
toward a decidedly different dynamic than 
the Evans project. “The acoustic guitar, 
forget it with a Hammond organ and Dennis, 
who is so strong,” laughs .McLaughlin. 
“Coming out of the album for Bill, this is like 
night and day.”

Working with DeFrancesco also con
tinues his ongoing relationship with the 
spirit of Miles Davis. It was Davis who 
introduced the pair with this recommen
dation: “He’s a motherfucker!” says 
McLaughlin, invoking Davis’ hoarse snarl.

Miles Davis may be an obvious subject of 
a McLaughlin tribute, and he has covered a 
few Davis tunes in the past. But it’s John 
Coltrane who first leaps to mind. "I’d like to 
play with Elvin [Jones] at some point, be
cause I have such a love for Elvin, and that 
quartet with Coltrane that was so powerful. 
So maybe, I could play with Elvin and do an 
homage to Coltrane at some point, because I 
owe such a debt to this man and have such a 
love of his music.”

Don’t expect it anytime soon, however, 
since the Evans project was 11 years in 
gestation. But John McLaughlin, who doesn’t 
often do covers, needs no special reason to 
pay tribute. When I suggest that the Ma
havishnu Orchestra was an electric testa
ment to the music of Coltrane, he agrees. 
“It’s true,” he says humbly. "Every time I 
play, 1 make an homage to the people I love 
who had an effect on me.” DB



Brave 
New Band

CHICK COREA

By Zan Stewart

hange is an ever-present as- 
pect of the musical world in

habited by Chick Corea.
When the keyboardist/composer started 

his band Return To Forever in the early ’70s, 
it was a lyrical quintet that showcased the 
effervescent vocals of Flora Purim and tenor 
saxophone dynamo Joe Farrell. Soon, Corea 
traded in that light, ebullient quality for the 
knife-edge bite of an exhilarating electric 
quartet that ultimately comprised guitarist 
Al Di Meola, bassist/holdover Stanley 
Clarke, and drummer Lenny White.

After various incarnations, RTF dis
banded in 1978, and 10 years later, after 
leading a variety of mostly acoustic ensem
bles, Corea once more tackled the plugged- 
in genre. He formed his new Elektric Band, 
churning out the kind of complex, high- 
energy music that marked the last years of 
RTF.

Now, Chick Corea is going up yet another 
road. His new Elektric Band II is outfitted 
with an almost brand new cast. Replacing 
longtime regulars Frank Gambale, John Pat
itucci, and Dave Weckl on guitar, bass, and 
drums, respectively, are Mike Miller, Jimmy 
Earl, and Gary Novak. (Saxophonist Eric 
Marienthal remains on board.) With this 
fresh crop of performers, the native of 
Chelsea, Massachusetts, is heading into, for 
him, unexplored musical territory, seeking a 
more open feeling to his music, and, argua
bly, less freneticism. Corea’s latest release, 
Paint The World, documents both the cur
rent band and his musical shifts (see “Re
views” Oct. ’93).

“I really wanted to go for a much less 
thought-out, produced, composed music,” 
says Corea, wearing grey slacks, a grey 
T-shirt, and tennies as he relaxes on a 
vintage 1930s couch in the music room of the 
large home he and his wife, keyboardist/ 
singer Gayle Moran, share in a secluded 
area of Los Angeles.

“I just wanted less written notes, varying 
tempos of songs, leaving more parameters 
open for freedom to interpret the music 
differently. So a few of the elements that I 
was using got changed. I always felt maybe 
in the Elektric Band that the areas of music
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that we dealt with were not quite wide 
enough for me.”

Then why did you keep exploring them? 
he’s asked.

“Well, it was a group thing,” Corea says 
with directness, looking his guest right in 
the eye. “It was because I didn’t want to be a 
dictator about it. And at that time, it was the 
fun thing to do. But after the years went by 
and I kept reviewing how it felt on our live 
dates, and on record, I knew I wanted some
thing else. I wanted this new band to blow 
more.”

Corea also made a decision to use fewer 
keyboards. “I think my own use of the 
electronics with the Elektric Band took a 
curve,” he says. “It started out very high, 
then got higher, and from that point, at about 
the second record or so [1987’s Light Years], 
it gradually came down. 1 did a real elimina
tion on Paint The World. I let go of 80 
percent of the synthesizers I was using. Now 
I’ve just got a couple of little guys left.”

There was also the thought that a differ

ent sound was needed to keep the Elektric 
Band interesting and vital for its leader.

“I found I really wanted to hear just an 
electric guitar sound, not a synthesized 
guitar sound, and not just an acoustic drum 
set, but a small acoustic drum set,” Corea 
goes on. “There are different tastes and 
styles of music, and I just honed mine up a bit 
and brought in some elements that feel very 
comfortable to me. For instance, the way I 
like to play keyboards and piano, I need a 
certain lightness in the rhythm section, and 
therefore a small kit of drums really works.

“And I found a young, vibrant guy in Gary 
Novak, who likes to play a small kit of drums 
without electronics. He doesn’t consider it 
some kind of hysterical chore to play jazz 
rhythms; which has always been part of the 
groove I like.”

Corea said he sought out a fresh corps 
when he discerned that Gambale, Patitucci, 
and Weckl—all of whom had been with his 
Elektric Band for many years—were devot
ing more and more time to their own proj
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ects. “It became obvious that Frank, John, 
and Dave were going to go off and start their 
own bands, so I found new guys,” Corea says 
simply.

^P^^^eing an L.A. resident since 
■>^^^1976, when he and Moran 

moved from an apartment in New York City 
to their present home, Corea looked locally 
for his replacement personnel, and there 
they were.

“Each guy has a different how-did-I-find- 
him story,” says Corea. “I’d heard Mike 
Miller on record, and I’d liked what I heard, 
and my friends kept telling me, ‘This guy’s 
good.’ So he came down and sat in at a 
rehearsal with the band, and I liked him a 
lot.”

Novak, the son of Chicago pianist Larry 
Novak, first piqued Coreas interest during a 
live performance. “I had heard him play 
once, outdoors somewhere with Brandon 
Fields, and really dug it, remembered it,” 
Corea says, smiling. “He’s got some Weckl 
licks, but he’s got his own way of swinging 
and playing. His name kept coming up, and I 
heard him again on a tape, and I thought, 
‘This could work out.’ So I brought him down 
to a rented rehearsal hall, set up the piano, 
had Jimmy Earl come by, and we played all 
afternoon.”

Earl filled in for Patitucci on Corea’s last 
world tour with the Elektric Band, so he was 
a natural to take the bass slot in the new 
band. “Jimmy came in on that tour and 
played great,” Corea says. “So, when I 
started to put the new band together, I 
played with Jimmy and Gary to see how they 
would work. The chemistry was kind of 
instant. Jimmy gets a really unique sound. 
He’s got an open mind, musically, and he’s 
always ready to try something. I just found in 
him a good partner to experiment with."

Earl, Miller, and Novak are all youthful 
veterans of the Los Angeles studio music 
scene who have recorded or performed with 
many of the top contemporary7 jazz bands.

It’s clear from listening to Paint The 
World, recorded this past spring, that Co
rea’s intuition for selecting musicians re
mains as keen as ever. There’s a liveliness 
and open flavor to the recording. Corea 
certainly feels that way. “What I like is that it 
went down real easy, there was no effort in 
making it, and it’s exactly what we played,” 
he says.

No overdubs'!
“None,” Corea says adamantly. “I said I 

wanted to capture the sparkle that we got in 
the rehearsal room and put it down, because 
I'm not gonna produce something different 
than what it sounds like.”

Corea prepped his partners for the re
cording session by sending out charts way 
ahead of time, and then running down those 
arrangements, sometimes in simple one-on-

Gary Novak (far left), Eric Marienthal, Corea, 
Jimmy Earl, and Mike Miller

one rehearsals. “Then the whole band got 
together for two or three days, playing a few 
hours each day," he says. “I didn’t want to 
overrehearse it. It’s interesting how detri
mental rehearsals can be. Then when we 
went in the studio, I prepared everybody for 
the fact that we weren’t going to labor at this, 
so don’t head toward thinking that you can 
change anything you’re gonna now do.”

This process allowed Corea and his col
leagues to make Paint The World by using 
only first-takes.

“If you don’t know the music and you’re 
using a second-take to learn it, then you 
shouldn’t be in the recording studio, you 
should be at a rehearsal hall,” he begins. “If 
you know the music and you’re using the 
second-take to do something better, you’re 
invalidating yourself. If you continue that 
concept, then you might as well keep doing it 
for 14 years, and then you really get good, 
and then you record that.”

Corea said the Elektric Band II will keep 
him and his cohorts busy until the fall of ’94, 
when he begins a tour with his new version

EQUIPMENT
Corea has cut back to just three keyboards for the 
current band. One of these is the Fender Rhodes 
Stage 73 MIDI electric piano, a prototype model of 
which there are only two (the other is owned by 
keyboardist John Novello). The Rhodes "has a 
timbre that allows the other timbres of the instru
ments in the band to fit better." he says, “and I find 
myself playing more sparsely on it. I use it more as 
an accompanying instrument."

For the first time in a few years. Corea is again 
playing the Yamaha grand piano with the Elektric 
Band II His third instrument is a Yamaha SY-99 
keyboard synthesizer. Corea also plays the 
Yamaha KX5 portable MIDI controller, which looks 
like a keyboard but makes no sound unless 
patched into a synthesizer.

For synthesizers, Corea utilizes the Studio Elec

SELECTED DISCOGRAPHY

(For additional listings, see DB Feb. ’91)
as a leader

PAINT THE WORLD—GRP GRD-9731

BENEATH THE MASK - GRP GRD-9649
INSIDE OUT—GRP GRD-9601

TAP STEP— Stretch 1109
TOUCHSTONE— Stretch 1104
THREE QUARTETS— Stretch 1103 

of the Akoustic Band. Now called the Quar
tet, the acoustic unit includes Novak, Pa
titucci, and saxophonist Bob Berg.

On yet another front, Corea and his 
manager, Ron Moss, founded Stretch Rec
ords last year, a label distributed by GRP 
that’s devoted to new projects as well as 
reissues of previously issued albums, most 
of which were recorded when Corea was 
signed to Warner Bros. Of his involvement in 
Stretch, Corea says, “My opinion is asked 
and I give my opinion on all things musical.” 
For instance, the pianist is currently plan
ning to release a quartet date with saxman 
Joe Henderson, bassist Gary Peacock, and 
drummer Roy Haynes that was recorded at 
the 1981 Montreux Jazz Festival. “I listened 
to the quality of the tape, and it’s a rough mix 
that wasn’t so great, but we can remix it, 
and get a great tape out of it,” he says. 
“Then I suggested that we send Roy, Joe, 
and Gary tapes of it and see if they think 
it’s okay to put this record out. So, that’s kind 
of my way of operating the company.” Corea 
has also appeared on several Stretch albums, 
including those by Bob Berg and Eddie 
Gomez.

As for the Elektric Band II, its tour 
includes 70 dates in the U.S., then a break for 
the December holidays, and then Europe 
(where he’ll play Germany, but not the state 
of Baden-Wuerttemberg, where he’s been 
denied performances due to his membership 
in the Church of Scientology—see “News” 
Oct. ’93). Next, the band heads for the Far 
East, and in the spring, to Australia, fol
lowed by South America.

“Paint the world, man!” Corea says with a 
hearty laugh. “That’s it, that’s the game.”

DB

tronics MIDIMoog and the Roland D-550. For MIDI 
units, he employs the Gulbransen KS20 (for the 
Rhodes) and a Forte Music "Mentor" MIDI proc
essor for the other instruments. Corea gets his 
power from a Tubeworks "Blue Tube" preamp (for 
the Rhodes and KX5) and a Walter Woods power 
amp.

Other miscellaneous equipment: a Yamaha 
TX802 FM tone generator, a Gambatte digital wire 
system (for the KX5), an Akai SHOO digital 
sampler hooked to a PS. Systems 44 megabyte 
disc drive, a Lexicon PCM 70 digital effects 
processor, and a Studiomaster Proline 16-2R 
studio mixer.

Corea’s equipment setup was designed and 
installed by his musical production assistant. Eric 
Seijo.

THE BEST OF—Blue Note 89282
PLAY—Blue Note 95477 (with Bobby McFerrin)

as a sideman
ENTER THE SPIRIT—Stretch 1105 (Bob Berg)
NEXT FUTURE— Stretch 1106 (Eddie Gomez)

MIRRORMIRROR—Verve 314 519 092-2 (Joe Henderson)
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Jazz Artists, Jazz Chroniclers
ARTHUR TAYLOR & MILT HINTON

By Michael Bourne

chroniclers,” said 
Arthur Taylor, laugh

ing with Milt Hinton “We were wondering 
why you wanted to talk to us together. I said 
it’s not just the music.”

They’ve always been much more than 
musicians.

Milt Hinton is one of the masters of the 
bass and a musical godfather to bass players 
around the world. He grew up in Chicago 
and worked with Freddie Keppard and Eddie 
South, among others, before joining Cab 
Calloway in 1936. Soon after he left Callo
way’s band in 1951, a whole new career 
happened when Jackie Gleason opened the 
doors to the New York studios. Hinton 
played on Gleason’s Music For Lovers Only 
album series, and ever since, when not 
gigging with the greats, especially with 
Louis Armstrong in the ’50s, he’s recorded 
with virtually everyone in jazz and beyond: 
Lionel Hampton, Dizzy Gillespie, Billie Holi
day, Judy Garland, Barbra Streisand, Percy 
Faith, Quincy Jones, Branford Marsalis, you 
name it.

But there’s more to the Judge, as he’s 
known to friends and fans. Milt Hinton is a 

photographer whose intimate glimpses of 
musicians on the road, in the studios, and 
just being themselves for more than 50 
years have become a candid history of jazz. 
Bass Line, written with David Berger and 
published by Temple University Press in 
1988, is Hinton’s memoir of a jazz life in 
words and photos. Over Time, collected with 
David Berger and Holly Maxson and pub
lished by Pomegranate Artbooks in 1991, 
offers a gallery of jazz portraits from Louis 
Armstrong to Lester Young. He’s also in
volved himself with oral-history projects, 
including conducting about a dozen exten
sive interviews with Teddy Wilson, Quentin 
Jackson, Danny Barker, Jo Jones, and others 
between the early ’70s and early ’80s on 
grants from the NEA. Hinton’s interviews 
are now collected at the Institute for Jazz 
Studies at Rutger’s—and Hinton’s home in 
St. Alban’s, Queens, full of photos, record
ings, writings, and other memorabilia, is in 
itself a virtual archive of American music.

Arthur Taylor is a drummer’s drummer. 
He grew up in New York alongside Sonny 
Rollins, Jackie McLean, Kenny Drew, and 
others of the second generation of bebop. In 

the ’50s and ’60s, he recorded on more than 
200 albums (especially for Presage), among 
them classics of John Coltrane, Miles Davis, 
Thelonious Monk, Bud Powell, Red Gar
land, Gene Ammons, and many more, in
cluding the epochal Giant Steps and Miles 
Ahead sessions. He settled in Europe in the 
early ’60s but returned to the U nited States 
in the early ’80s; in recent years he’s fronted 
a band of young musicians, Taylor’s Wailers, 
with bassist Tyler Mitchell, pianist Jacky 
Terrasson, and saxophonists Abraham Bur
ton and Willie Williams, featured on Wailin’ 
At The Vanguard (see “Reviews.” Nov. ’93).

But there’s much more to Arthur Taylor. 
A.T is also a unique historian whose very 
personal interviews with fellow musicians 
began out of curiosity but became a voca
tion. Taylor’s collection of musician-to-musi- 
cian interviews, Notes And Tones, first pub
lished in Belgium in 1977 and now expanded 
and reprinted by Da Capo Press, offers the 
insights and musings of 29 musicians, includ
ing Miles Davis and fellow drummers Philly 
Joe Jones, Max Roach, Art Blakey, Elvin 
Jones, and Kenny Clarke, all of :hem talking 
about music, and much more.
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MICHAEL BOURNE: Before every inter
view, I always wonder whether the musicians 
will talk, but you’re both great talkers and 
preat listeners
ARTHUR TAYLOR: I’ve always admired 
Milt Hinton as a musician, as a person, as a 
gentleman. But when I saw his first book, I 
flipped. This was something else. I said, 
“Where does this man find the time?” Being 
such a great musician, he’s in demand; and 
with the schedule he keeps, I put it to you, 
how do you do it?
MILT HINTON: I like doing it. I’ve been 
doing this for years, taping all these wonder
ful musicians who preceded me, and I’m still 
doing it with young people today, taping 
them. I have hours of Eubie Blake, Perry 
Bradford, hours of guys nobody thought to 
talk to. The stories are unbelievable. I’ve 
kept these tapes, and I’m hoping someday to 
do something with them.

I was on the jazz panel of the National 
Endowment for the Arts, and at that time 
they were giving $100,000 to one ballet 
company but only $20,000 to all of jazz. 
Willis Conover and I asked the government 
to let us make some oral-history tapes with 
some of these older guys, let them tell the 
stories; and finally they let us do a few. I was 
fortunate to get the opportunity to interview 
Jo Jones.
AT: I had that opportunity, too.
MH: I loved Jo Jones. We loved to play 
together. They wanted five one-hour tapes. I 
took him to my house, set up the brandy and 
beer, sat him down and had three tape 
recorders going. I found out things I don’t 
think anybody really knew about him. I 
found out nobody ever asked him about his 
childhood. Everybody started like Jo Jones 
was bom in Basie’s band. He resented that.
AT: He told me about his early career when 
he was dancing.
MH: I sent 13 one-hour tapes to the Library 
of Congress. I got a citation from the Smith
sonian Institution for that. Jo wanted me to 
do a book for him, but I didn’t have the time. 
AT: I interviewed Jo Jones when I was living 
in Paris. I’ve done maybe 250 interviews, 
and Jo Jones was one of the most striking. 
I’m reluctant to put it out. He was so rough. 
He broke down when he was talking about all 
the things they’d done to Prez [Lester 
Young] in the army. He was hysterical. It 
was frightening.
MB: You both confirm something that’s 
obvious from reading Notes And Tones, that 
when musicians talk to musicians they’ll say 
things they won’t say to journalists.
AT: That’s right.
MH: That is true.
MB: Notes And Tones isn’t so much inter
views as conversations between friends.
AT: It’s things I want to know. If I’m talking 
with Milt Hinton, I want to find out things I 
don’t know.

“None of my children are 
involved in music. . . . Ive 
been collecting photos and 

books and writings, Ive got 
tons of it, and they’re not 

interested.”
—Milt Hinton

MB: Judge, in his memoirs, says he doesn’t 
consider himself an artist as a photographer, 
but anyone who looks at his photos knows he’s 
an artist.
AT: I don’t consider myself an artist, either. 
MB: But do you consider yourself a journal
ist?
AT: I don’t consider myself a journalist, 
either. I play music for my personal enjoy
ment. I’m very selfish. I hope you like it, but 
if you don’t like it, that’s not my problem. I 
play it for the pleasure I get from it, and I 
play it because I knew I didn’t have to get up 
in the morning and go to work. I could sleep 
late, and you can go to the front of the line if 
somebody likes you, and beautiful women 
are available and everything like that. It 
wasn’t like I had this big love for music.
MB: And your book?
AT: It was for my own amusement.
MB: Yes, but even if your music and your 
book are for yourself you let it out.

AT: I let some of it out. I haven’t let all of it 
out. And the reaction I get from that book is 
very7 interesting. I get some rough reaction. 
MB: Like what? And what did you expect?
AT: I didn’t expect a reaction. I thought, if I 
ask you a question and tape it and edit it and 
put it in a book, then what you say is your 
problem. But then I found out that I’m the 
author, so I’m responsible for anything in 
that book. I went to Sweden to do a gig, and 
I’m playing the drums, and about 15 women 
are demonstrating against me because of 
something in my book. Someone in the book 
is talking about Swedish women and things 
we used to do when we were very young 
men, and we’d go to Sweden—and they 
became furious about it! That’s just one 
example.
MH: I ve got to tell you something. None of 
my children are involved in music. They’re 
wonderful people and grew up beautifully, 

□ but I don’t think they care one bit about what 
J I’ve done. They won’t like seeing this in an 
5 article, but I’ve been collecting photos and 
5 books and writings, I’ve got tons of it, and 

they’re not interested. I’ve said to a few of 
my friends, like David Berger—he’s like my 
son—if anything happens to me, don’t let 
nobody throw this stuff out because nobody 
knows what I’ve got here. I have all these 
hours of tapes, some wonderful stories.
MB: Your generation were the fathers to 
Art’s generation, and now in Art’s band are 
another generation. There’ve been many 
changes over the years, but what have you 
observed that’s always true?
MH: It’s what Shakespeare said: “To thine 
own self be true!” I teach that to my 
students. Only you know what you don’t 
know. If you come to me, you must let me 
know what you don’t know. If you tell me you 
know but you don’t know, you’re only beating 
yourself up.
AT: The first thing you’ve got to have is fine 
manners.
MH; Amen!
AT: That puts you above all the ugly stuff. 
MH: Discipline!
AT: You keep yourself clean. You educate 
yourself. And be humble. And people will 
love you. My people are from Jamaica, and 
the people of Jamaica are known for fine 
manners. We were in Jamaica for a festival, 
and the biggest compliment I got was, “What 
a well-mannered group of young men!” That 
meant more to me than them saying it was 
the greatest music. If you play great music, 
it doesn't mean you can be a prick. That’s 
what I try to pass on.
MH: Music is an auditory art. We go by 
sound. Not who your daddy was. Not your 
ethnicity. B-flat is the same in Japan as it is 
here. We can’t speak the same language but 
we can play together. I praise God every day 
of my life that God let me be involved in 
music. This is where I get more freedom,
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more respect, more dignity from the world. 
This is what music means to me.

If you show these kids trust, they’ll trust 
you. If you show them dignity and respect, 
they’ll show you. We see that in the Mar
salises, in Jon Faddis, in the kids who’ve 
come up. I tell kids if you want me to help 

“I don’t consider myself 
a journalist. I play 

music for my personal 
enjoyment. I hope you like 
it. But if you don’t, that’s 

not my problem.” 
—Arthur Taylor

you, come over to my house. I’ll be glad to 
help you. There’s no charge, but don’t waste 
my time. They keep me alive.
MB: If musicians say things to you they won’t 
say to journalists, what’s surprised you that 
someone’s said?
AT: It’s happened so many times. Sonny 
Rollins and I were kids together. I’ve ad
mired him since we were very young. I 
asked him one of my regular questions: 

“Where do you prefer to play? In clubs? In 
concerts? On records?” He said he prefers 
playing in his dressing room! Because he 
sweats on stage and he can’t change his 
shirt!
MH: It’s like you said before—you play for 
you\ If the people like it, okay. I can take a 
solo and miss a third of the stuff 1 intended to 
play, and I escaped some way and I get a 
great big hand! I say, “What do they know? 
They don’t play bass!” I’ve never walked off a 
record date in my life that I wished I couldn’t 
have another take and make it better.
MB:/ve heard musicians say mat as much 
as they dislike critics putting down what they 
thought was good, they dislike critics praising 
what they thought was not good.
AT: That’s worse.
MB: What questions do critics ask that you 
hate answering?
AT: Everywhere I go they’re going to ask me 
about Giant Steps. It drives me crazy! I tell 
them I made better records than that with 
Coltrane. Not that it’s not fine, not good 
work. But even musicians drive me crazy 
with that. “Wow, man, you played on Giant 
StepsY’ So what? I played with Joe Blow, too, 
and that was fun.

A new limited edition serigraph by nationally acclaimed Washing
ton, D.C. Artist Bernard W. Brooks and co-signed by Jazz 
Maestro Jimmy Hamilton long time member of the Duke 
Ellington Band. Printed on 250 gram, 100% acid free archival paper; 
Is hand signed and numbered by the artist and Jimmy Hamilton. 
Release date is January 1994. This limited edition print is destined 
to become a collectors item.
"Bernard W. Brooks paintings are not simply of exotic scenes, they 
capture the atmosphere, activity and spiritualty of the people there, 
often with a disconcerting edginess". Mary McCoy, WASHING
TON, POST, October 19,1993 "Bernard Brooks, paints Joseph and 
his Many Colored Coat in a style reminiscent of Romare Bearden". 
Robert Merritt, RICHMOND TIMES DISPATCH October 1986.
Order Blank Please Print

Name

Address

City State Zip

Check or M.O enclosed Charge my VISA/MC
Card #Exp. Date

"Duke's Big Band" 30"x 42"
Prints s/n $350.00 eachjedition size 350 s/n
50 artist proofs with 14 carat gold leaf at $400.00 each
Original painting/mixed media -$ 5,000.00
Works in the collections of Dr. Maya Angelou, Mr. Lloyd Price, 
Hon. Douglas Wilder (Gov. of Va.) and Mr. and Mrs Franklyn 
Jenifer (Pres, of Howard University, Washington, D.C.)

For fast delivery call (202) 244-1296 ORDER NOW!
Make checks or money orders payable to
Bernard Brooks, International Art Editions •
2920 Rittenhouse Street, N.W. • Washington, D.C. 20015



MB: Do your photos and books mean as 
much to you as the music?
MH: I think so.
AT: I can take somebody saying I sound like 
crap on a record, whether I agree or not. But 
if somebody says anything about my book, 
I’m ready for some action! I’m as proud of 
this book as any record I’ve made.
MB: Will there be a second volume?
AT: Eventually. I started doing interviews 
on WKCR in 1984. I’m thinking about doing a 
volume of those interviews. I take it a little 
further, people like Gil Noble, Rudy Van 
Gelder, Judge Bruce Wright, the Reverend 
Butts, not musicians but how they relate to 
the music. I’ve got films also. I wanted to 
make a film originally, but I couldn’t afford it, 
and a book was a cheap way out.
MH: There’s more to come, believe me. I’ve 
been teaching at a couple of universities, and 
I’ve been trying to get them to put together 
something about jazz musicians. Let the 
music department write it. Let the dance 
department choreograph it. Let the drama 
department act it. One of these days we’ll 
get it together, and then everyone will know 
what a wonderful world this is we live in. 
’Cause we’ve got the stories! DB

EQUIPMENT
Milt Hinton owns "an awful lot' of basses and 
loans basses to promising students. He usually 
plays either of two basses. When he's on the road, 
he plays an 18th-century bass given to him 50 
years ago by Henry C. Lytton, a prominent Chi
cago businessman and amateur bassist. When 
he's in the studio, he plays a rare bass made in 
1740 by Matteo Grofelle. the Stradivarius of 
basses, that he bought in 1936 through teacher/ 
technician Jago Peternella with a loan from Cab 
Calloway

SELECTED DISCOGRAPHY
Milt Hinton

(For additional listings, see DB May '90.)
OLD MAN TIME—Chiaroscuro CR(D) 310

BACK TO BASICS—Progressive PCD 7084 

with others
MEMORIES OF YOU—Contemporary CCD 14066-2 (Terry

Gibbs/Buddy DeFranco/Herb Ellis)

KINGS OF SWING—Contemporary CCD 14067-2 (Gibbs/ 
DeFranco/Ellis)

LIVE AT THE BLUE NOTE—Telarc CD-83308 (Lionel 
Hampton)

JUST JAZZ—Telarc CD-83313 (Lionel Hampton)

TRIO JEEPY— Columbia CK 44199 (Branford Marsalis)

THE YOU AND ME THAT USED TO BE— RCA/Bluebird 
6460-2-RB (Jimmy Rushing)

LAST OF THE WHOREHOUSE PIANO PLAYERS—Chia
roscuro CR(D) 306 (Ralph Sutton, Jay McShann)

Arthur Taylor 
as a leader

WAILIN' AT THE VANGUARD—Verve 314 519 671 2

Arthur Taylor plays Sonor drums, one set made 
in Germany in 1968, another set that travels. He 
also owns a set of Gretsch drums, a gift from Max 
Roach. He plays K. Zildjian cymbals: a 20-inch 
sizzle, 18-inch crash ride, and a 14-inch hi-hat. 
"They're the same cymbals I used on Giant Steps. 
I keep my stuff a long time." A T uses Remo 
heads, and plays with brushes and 747 medium 
sticks by Pro-Mark. "Sonor gave me bushels and 
bushels of them."

A. T’SDELIGHT— Blue Note CDP 7 84047

TAYLORS WA/LERS—Fantasy/OJC-094-2

MR A 7—enja R2 79677

with others
BOSS TENOR—Fan:asy/OJC-297-2 (Gene Ammons)

ALL DAY LONG—Fantasy/OJC-456-2 (Donald Byrd.
Kenny Burrell)

TRANEING IN— Fan:asy/OJC-189-2 (John Collrane)

SOULTRANE— Fantasy/OJC-021-2 (John Coltrane)

GIANT STEPS—Atlantic 1311-2 (John Coltrane)

MILES AHEAD—Co umbia CK 40784 (Miles Davis)

MILT & MILES— Fantasy/OJC-012-2 (Miles Davis. Milt
Jackson)

GROOVY— Fantasy/OJC-061-2 (Red Garland)
SOUL JUNCTION— Fantasy/OJC-481-2 (Red Garland)

ONE FLIGHT UP— IBlue Note B21Y-84176 (Dexter Gor
don)

A DAY IN COPENHAGEN—MPS 821 288-2 (Dexter Gor
don)

Join André Previn as he sets
a new course in jazz.

ND WE’RE NOT JUST TALKING ABOUT 
JAZZ. BUT BLUES AND GOSPEL, TOO. 
André Previn continues to share his abundant and richly 
varied gifts with us in WHAT HEADPHONES^ 

Put for someone who has done so much so well, the question is, 
where to next? Recently he shared his thoughts: 
Angel Records: Does the work on WHAT HEADPHONES? 
représenta change in direction for you? 
André Previn: In a sense. Jazz is an enduring love of mine, 
and I’ve always come back to it. But each time 1 approach 
it widi a bit of a different perspective.
AR: So what was it that prompted this endeavor?
Previn: I was made aware of the Antioch Baptist Church Choir 
by a good friend of my family’s, who knew I loved gospel singing. 
She took me to a service, and I was knocked out by the joyous, 
fervent, and beautiful sounds. I was instantly overcome with die 
wish to play and record with them.
AR: What other musicians, besides the choir, appear on WHNT 
HEADPHONES?

Vachc on trumpet.
AR: How did die albunis tide come 
about?
Previn: I’ve never liked wearing 
headphones while recording, even 
though it is a very prevalent habit 
nowadays. So we refused the 
headphones and just played, 
free-wheeling and unencumbered, 
die way we always used to.

Eleven cuts, including 
Take the A Train, You're Gonna Hear 
From Me and You Are My All, are 
yours on CD or cassette. 
ANDRÉ PREVIN 
WHAT 
HEADPHONES? Angel

Previn: I was joined in the studio by good friends and quintes
sential jazz musicians Ray Brown and Mundell Lowe on bass and 
guitar, Grady 'late on drums, and a horn section led by Warren

Call 1-800-888-8574
It only takes a moment to order.
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Excellent 
Very Good 
Good 
Fair 
Poor

Ruth Brown
THE SONGS OF MY LIFE—Fantasy 9665-2: 
Songs Of My Life; I've Got The World On A 
String; While We're Young; God Bless The 

Child; It Could Happen To You; Tears In 

Heaven; Stormy Weather; They Say; I Wonder 

Where Our Love Has Gone; I Know Why; Can't 

Help Lovin' That Man; I'll Be Seeing You. (70:18 
minutes)
Personnel: Brown, vocals; Rodney Jones, 
acoustic guitar; C.l. Williams, alto sax (2,10); 
Robert Kenmotsu, flute (8), tenor sax (9,11); 
Bobby Forrester, Hammond B-3 organ (1,6.8-10); 
Mike Renzi (2-5,7,12), Frank Owens (8.9), piano; 
Mark Sherman, vibes (2-5,7,8). piano (1,6); Wil
liam Galison, harmonica (1,6,7); Rufus Reid, 
acoustic bass; Akira Tana, drums.

★ ★ ★ ★ ’/2

Ruth Brown's latest captures her spirit of sin
cerity better than any of her recordings since a 
long-ago meeting with Thad Jones and Mel 
Lewis. In her readings of gentle songs she 
treasures, the 65-year-old singer uses her deep 
contralto to tell of the peace of mind she's 
achieved after decades in the limelight or 
shadows of popular attention.

"It Could Happen To You" is an affecting 
ballad of self-possession, tender but tough- 
minded. introspective without being wishy- 
washy—even the spaces Brown leaves be
tween phrases are supercharged with mean
ing. She and her favorite altoman. C.l. Williams, 
inform “I Know Why" with a romantic serenity 
that makes provision for heartbreak and pain. 
Treatments of “God Bless The Child" and the 
little-known "They Say" honor the contempla
tive art of Billie Holiday, while "Stormy Weather" 
addresses another vocalist she holds dear to 
her heart: Lena Horne. These and other stan
dards. all outfitted wth courtly grace by ar
ranger Rodney Jones (who also plays guitar, 
conducts, and produces), belong to her life
blood. with only the emotional genuineness 

pumped into Eric Clapton's mawkish "Tears In 
Heaven" sounding strained. She benefits ev
erywhere from simpatico accompaniment.

Take a well-deserved bow, Ms. B.
—Frank-John Hadley

★ ★ ★ ★ ★

★ ★ ★ ★

★ ★ ★
★ ★

★

Project G-7
TRIBUTE TO WES MONTGOMERY, VOLS. 1 & 
2—Evidence 22049-2/22051-2: Impressions; Re
membering Wes; Groove Yard; Canadian Sun

set; Fried Pies: Road Song; Come Rain Or Come 

Shine; Serena; Yesterdays. (Vol. 1:51:59) More 
Blues For Wes; Bock To Bock; For Heaven's 

Sake; Montgomery Blue; Finger Pickin'; Never 

Again; Polka Dots And Moonbeams; Samba 

Wes; West Coast Blues/Three Quarters Of 

The House. (Vol. 2:47:34)
Personnel: Kenny Burrell, Gene Bertoncini, Ted 
Dunbar, Kevin Eubanks, Rodney Jones, Jack 
Wilkins, William Ash, guitars; Rufus Reid, bass; 
Akira Tana, drums.

★ ★ ★ ★ W

Seven guitarists and rhythm section come 
together to pay tribute to Wes. The results are 
inspired and, of course, swinging. Kenny Bur
rell gets top billing here out of respect, but all 
the players are on equal footing with the elder 
statesman in this guitar gathering that cuts 
across three generations.

Each player is given a showcase on a tune 
that Wes had previously cut in his brilliant, if 
brief, 10-year recording career. The individual 
personalities emerge, then the whole gang is 
brought together for one rousing, harmonized 
finale. Kevin Eubanks comes across as the 
mighty burner on Coltrane's "Impressions" (re
corded by Wes in 1965 on the Verve Willow 
Weep For Me album), while Rodney Jones 
explores lush, chordal melodies on his own 
pensive ballad, "Serena.” Gene Bertoncini’s 
velvety, swinging touch on nylon-string acous
tic sets him apart from the pack on "Groove 
Yard” (from Wes’ 1961 Riverside album, The 
Montgomery Brothers) and on his eloquent 
original, “Samba Wes."

Jack Wilkins, another warm-toned speed 
merchant with soul, flaunts some fluid, sweep
picking techniques on an uptempo "Come 
Rain Or Come Shine” (from 1962's Full House. 
Riverside), then provides one of the highpoints 
of Vol. 2 with a beautifully orchestrated solo- 
guitar performance on “Polka Dots And Moon
beams" (from 1960's The Incredible Guitar Of 
Wes Montgomery. Riverside). The 22-year-old 
newcomer William Ash takes the octave route 
on Wes’ “Road Song' (from 1968’s Hoad Song, 
A&M) and pulls off some impressive block 
chording on a swinging “Finger Pickin'." Un
sung guitar hero and teacher Ted Dunbar 

trades licks with Eubanks on Wes' hip blues, 
"Fried Pies" (from 1963's Boss Guitar, River
side), and lays down some slick thumb work on 
his bossa tribute, "Never Again.'

Burrell pays tribute to Wes with two originals, 
the melancholy ballad “Remembering Wes" 
and the relaxed, grooving "More Blues For 
Wes." The two ensemble pieces—skillfully ar
ranged renditions of "Yesterdays" and “West 
Coast Blues"—are basically expanded ver
sions of Burrell’s recent work with his three-axe 
Jazz Guitar Band.

With a number of Wes tributes currently on 
the .market, this one stands ou: as the most 
versatile and satisfying project to date. (Note: 
Vols. 1 and 2 are sold separately,

—Bill Milkowski

Jazz Futures
LIVE IN CONCERT—Novus 63158-2; Mode For 
John; Sterling Sylvia; Blue Modn; Picadilly 

Square; Bewitched, Bothered An; Bewildered; 

Stardust; Medgar Evers Blues; You Don't 

Know What Love Is; Public Eye. (57:06) 
Personnel: Marlon Jordan, Roy Hargrove, 
trumpets; Antonio Hart, alto saxophone; Tim 
Warfield, tenor saxophone; Benny Green, piano; 
Carl Allen, drums; Christian McBride, bass; Mark 
Whitfield, guitar.

★ ★ ★ ★

Ever turn on a disc by a suppbsedly hot young 
jazz musician, get hit with a blast of icy studio 
air, and turn off the CD player wondering what 
all the fuss was about? This sizzling disc 
featuring heavily promoted youngbloods is 
another story altogether.

The live settings make all the difference in 
this collection, which is compiled rom perform
ances recorded at the JVC Newport Jazz Fes
tival and the Festival de Jazz de Vitoria in 
Gasteiz, Spain, in 1991. You can sense the 
players pushing each other, with ■ eated results 
that don’t often happen in the ccol light of the 
studio.

This octet takes a mainstream acoustic ap
proach passed down through mentors like Art 
Blakey and Betty Carter. Members of the group 
also carry on the tradition of writing their own 
tunes: Chris McBride’s strutting Sterling Syl
via,” Carl Allen’s loopily striding “Picadilly 
Square." Mark Whitfield’s "Medgar Evers 
Blues." and Roy Hargrove's Miles groove. "Pub
lic Eye."

Whether these musicians play old tunes or 
new ones, their tight ensemble as the effect 
of multiplying each player's considerable 
talents. Considering how good tney sounded 
in the summer of 1991, it makes you wonder 



how they'd sound reunited today.
—Elaine Guregian

Richie Cole
PROFILE—Heads Up 3022: Presidential Sax; 
Paulo; Street Of Dreams; One For Monterey; 

Sarah; Volare; We Belong Together; Festival 

De Samba; A Foreign Affair; Li'l Darlin’; Park & 

Ride. (53:08)
Personnel: Cole, alto saxophone; Henry John
son, guitar; Dick Hindman, piano; Rich Kuhns, 
synthesizer, piano (11); Frank Passantino (1,6,10), 
Seward McCain (2-5,7-9,11), bass; Scott Morris, 
drums, percussion.

★ ★ ★ ’/2 

problems that kept him—voluntarily—out of 
the recording studios for the last four years. 
Judging by his return album, he may have 
spent the time listening to Earl Bostic and 
Jimmy Dorsey. In any even:, he has lost none of 
his cheery sound and agreeable boppish 
verve.

Although not cutting-edge stuff—what is 
these days?—these performances check in 
with a fair amount of melodic logic and rhyth
mic vitality. There’s a bit of airplay jazz on 
producer Carroll Coates’ “Park & Ride," but not 
enough to spoil an otherwise credible album. 
Cole has always seemed like Phil Woods with a 
smile, and here he smiles even more with a 
crowd-pleasing romantic bent reminiscent of 
Bostic and Dorsey, especially on the ballads. I 
am reminded of innumerable dance gigs by his 
broad expression on "Street Of Dreams," 
Coates’ “Sarah,” and Hindman's "We Belong 
Together." I do not mean this facetiously— 
those were good days. "Volare," from that same 
era, shows some of that familiar Richie Cole 
humor as it ping-pongs between swing and 
Latin.

Cole's sidemen are all up to par. Hindman 
certainly equals today’s bright, driving norm, 
and Johnson's Wes Montgomery-influenced 
approach is heartwarming. Let's hear it for the 
melody, a shot of romance, and the return of 
Richie Cole. —Given Cordle

American Jazz 
Philharmonic

AMERICAN JAZZ PHILHARMONIC—GRP 
GRD-9730: Open Me First; Nostalgico; After
thoughts: Parts I, II, III; Symphonic Dances: 1st, 

2nd, 3rd Movements. (56:07)
Personnel: Jack Elliott, conductor; with 58-piece 
orchestra; principal soloists: Phil Woods, alto 
saxophone; Ray Brown, bass.

★ ★ ★

The American Jazz Philharmonic, which is in 
the business of that eternal "experiment in 
modern music," symphonic jazz, offers four 
works here, most relatively contemporary but 
none guilty of any great insurrectionary 
mischief.In the liner notes, Cole alludes to personal

sky islands
On the incredible follow-up to his 
GRP debut, Ivory Pyramid, Ramsey 
Lewis is reunited with Maurice White 
in a special co-production of "Who 

Are You? ’. Sky Islands also features 
a rendition of "Come Back To Me" as 
well as a medley of Ramsey’s hits 
"Hang on Sloopy, ne In Crowd, 

Wade In ne Water".

Look for the new video on BET and 
other major video outlets!

Available on GRP Compact Dhc 
and HQ Cauctte.
©1993 GRP Record». Inc.

Order Sk) Islands by phone, call 1-800-551-7200
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“Open Me First," by John Clayton, has the 
feel of a film score from its handsome fanfare 
forward, and tries hardest to embody the 
colors of big-band music. "Nostalgico,” written 
for Phil Woods by Manny Albarn in 1981, suc
ceeds where so man/ hybrids of this sort seem 
to fail, in that it manages to integrate the soloist 
with the work, which holds its own admirably 
against Woods' outstanding solo performance. 
Ray Brown's "Afterthoughts" (with orchestration 
by Dick Hazard and Ed Karam) is simple and 

quietly lush with a lovely theme set on a soft 
pillow of strings. By its nature, though, a 
pizzicato bass—even Brown's—is a weak 
voice in which to entrust a principle theme. It 
tends to get lost in the instrument's translu
cence. Moreover, the three-part composition as 
a whole, though pretty and not pretentious, is 
little more than a showcase for the soloist.

Claus Ogerman’s "Symphonic Dances," 
from 1971, is the longest (about 23 minutes), 
the oldest, the most somber, and surely the

most substantial of the works. It has abundantly 
dark textures and moods and even a sense of 
architecture. But it also has absolutely nothing 
to do with jazz. This is perfectly alright, of 
course, except that it alerts us to the legion of 
conundrums borne by any orchestra that calls 
itself a jazz philharmonic. It’s an unnecessarily 
narrow mandate for an orchesra that's really 
out there to provide a home to works that have 
no home. —John McDonough 

the past just keeps getting better

Monumental reissues from Blue note, the jazz standard

Joe Henderson
“The Blue Note Years” (89287)
A 36 selection survey of the tenor master’s 
greatest Blue Note recordings as a leader 
and sideman. A four CD box with a 44 page 
booklet that contains many rare 
photographs and a complete Joe Henderson 
Blue Note discography.

Django Reihardt 
“Djangology” (80659)
The Gramophone, Swing and HMV recordings. 
Over 243 selections on 
10 CDs-over 11 1/2 hours of music.

Miles Davis
"The Capitol and
Blue Note Recordings” (27475)
An attractive slipcase houses
“The Birth Of The Cool,"
“Miles Davis Volumes 1 & 2”
and Cannonball Adderley’s famous
"Somethin' Else” session.

Junior Wells
BETTER OFF WITH THE BLUES—Telarc 
83354: Cry For Me Baby; Do A Little Something 
For Yourself; Oh, Pretty Woman; Goin' Home; 

Waitin’ On Ice; Better Off With The Blues; The 

Train; Today I Started Loving You Again; Hon

est I Do; Messin’ With The Kid. (59:55) 
Personnel: Wells, vocals, harmonica; Lucky Pe
terson, organ, piano; Buddy Guy (1.4,10), Rico 
McFarland (2,3,5-10), guitar; Jack Cassidy, 
trumpet (3,5,7,8,10); David Stahlberg, trombone 
(3,5,7,8,10); Steven Finckle. tenor sax 
(2,3,5,7,8,10); Johnny B. Gayden (1,4), Noel Neal 
(2,3,5-10), bass; Paul Cotton, percussion (2); 
Brian Jones (2,3,5-10), Steve McCray (1,4), 
drums; Jacqueline Johnson, Jaquelyn Reddick, 
background vocals (2,8).

★ ★ V2

Junior Wells 
With Buddy Guy 
PLEADING THE BLUES—Evidence 26035-2: 
Pleading The Blues; It Hurts Me Too; Cut Out 

The Lights; Quit Teasing My Baby; I'll Take Care 

Of You; Take Your Time Baby; I Smell Some

thing. (48:30)
Personnel: Wells, vocals, harmonica; Buddy 
Guy, lead guitar; Phil Guy, rhythm guitar; J.W. 
Williams, bass; Ray Allison, drums.

★ ★ ★ ★Be sure to checx out these recent compilations :

Grant Green Lou Donaldson
"The Best Of Volume 1 " “The Best Of Volume 1 "
(27312) (27298)

The Three Sounds
“The Best Of The Three Sounds’
(27323) ---------------------

|”icr4flacn| 
BLUE NOTE.

© 1993 Capitol Records, Inc.

The finest in jazz is on Blue Note Compact Discs
For a free catalog write to:
True Blue Music, 35 Melrose Place, Stamford, CT 06902

His erstwhile sidekick Buddy Guy has been 
getting all the attention lately, but Junior Wells is 
arguably the more distinctive stylist and cer
tainly the more charismatic shcwman of the 
two. He’s also been more consistent, but you'd 
never know it from his latest recording, Better 
Off With The Blues, where he struggles to 
maintain his identity on crossover material 
performed by a generic-sounding studio band 
Wells has tried his hand at James Brown-style 
funk before, but his gruff rendition of Merle 
Haggard’s “Today I Started Lovi-g You Again" 
may be his first—and, one hopes, last—stab at 
country crooning. There are also half-baked 
attempts at New Orleans and Memphis soul, 
uncomfortable covers of Albert King and 
Jimmy Reed tunes, and Delbert McClinton’s 
painfully philosophical tit e track. Wells is more

0



at home on the three songs—two old hits and a 
recent original—where he's accompanied by 
Guy; but even here, Buddy holds back, and the 
band can’t quite find the groove.

By contrast, Pleading With The Blues, a 1979 
French session now released in the U.S. for the 
first time, finds Junior and Buddy on familiar 
and wholly congenial turf, recapturing the 
Hoodoo Man Blues sound that launched them 
out of the ghetto. Wells’ harp, lost in Better Offs 
horn-and-guitar clutter, shines here amid the 
sparse, sensitive accompaniment of Buddy’s 
crack band, which features Guy's brother Phil 
and ace blues drummer Ray Allison. Buddy 
himself has seldom played better, carting and 
teasing around and through Junior's vocal lines 
with exquisite subtlety and taste. The glove- 
tight support frees Wells to be his downhome 
self, moaning and chortling through a set of 
mostly original material. And when he does 
choose to get funky, on "Cut Out The Lights" 
and "I Smell Something," the band spurs him 
on instead of drowning him out.

—Larry Birnbaum

Harold 
McKinney &

Wendell 
Harrison

SOMETHING FOR POPS—WenHa/Rebirth 
WCD 200: Chroma II; Like, What Is This?; 
Rampart Street; Festivities; Armstrong Park; 

Threes And Fours; Stitch In Time; Sir Oliver; 

Pops. (57:13)
Personnel: McKinney, piano, vocals (7); Har
rison, clarinet (2-4,7-9), tenor saxophone (5).

★ ★ ★ '/2

Two Detroit-based veterans pay graceful trib
ute to the New Orleans sound. Wendell Har
rison's career took off when he switched from 
saxophone to clarinet in the late '70s. Recipient 
of a 1993 Arts Midwest Jazz Masters Award 
(McKinney received one in '90), Harrison trans
lates bop saxophone influences into a distinc
tive. expressive clarinet voice Harrison's com
positions “Pops" and "Armstrong Park” are 
highlights, with Harrison soaring into his instru
ments' upper ranges. “Armstrong Park" pleads 
for Harrison to feature tenor sax more often.

Pianist Harold McKinney is a strident player 
with romantic leanings and a strong left. His 
solo pieces favor ringing chords, and reflect a 
range of New Orleans piano styles. McKinney's 
presence can constrain Harrison, requiring 
finesse instead of encouraging exploration. In 
all. a playful, exuberant duet that captures the 
swing of early jazz. —Jon Andreus

360° Experience 
(I)
by John Corbett

n the 1980s, Italian producer Giovanni 
Bonandrini's twin labels, Black Saint and

Soul Note, emerged as two of the most impor
tant independent outlets for fresh musical 
ideas in jazz. Through the sweets and sours of 
U.S. distribution deals, they have continued
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unabated into the '90s. With a full spectrum of 
styles from hardwood mainstream to out-on- 
a-limb vanguard, hardly a branch of the jazz 
jungle is left un-forested in the Black Saint/Soul 
Note’s 360° experience.

On the inside track, pianist Michael Coch
rane has a solid Soul Note disc, Song Of 
Change (121251; 65:28: ★★★), with bassist 
Marcus McLaurine and drummer Alan Nelson. 
Featuring four Cochrane originals and cheery, 
uptempo takes on standards like “Autumn 
Leaves." "On Green Dolphin Street," and "Pre-

...a visual as 
well as audio 

treat."
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Jimmy Knepper: playing and conducting

Our New Business Major Will Be Music To Your Ears.
lude To A Kiss," it's at once refreshing and 
somewhat unmemorable. One bum note: 
Cochrane's sleek reading of “Bemsha Swing" 
irons all of Monk's neat wrinkles out of the tune. 
A single blowing date at the Jazz Action Center 
in Nuremberg, Germany, back in 1988, has 
yielded two discs of Tenor Tribute, which link 
Arnett Cobb, Jimmy Heath, and Joe Hender
son in an inter-generational tenor-titan triumvi
rate. A very young Benny Green is on hand at 
the keys, alongside bassist Walter Schmocker 
and drummer Doug Hammond. Volume One 
(Soul Note 121184; 43:33: ★ ★★) is nudged out 
by the flute-free Volume Two (Soul Note 121194; 
40:09: ★★★Ve), though on both you can 
clearly hear the contrast and continuity be
tween Cobb's roughhewn Texas sound, 
Heath’s smoother, soulful Philly tone, and Hen
derson's unique post-Trane take. The tunes 
come from dead-center in the standards bag, 
most of them associated with other great 
tenormen. The first volume includes Cobb’s 
"Smooth Sailing," with “Steeple Chase," "Les
ter Leaps In,” “When Sunny Gets Blue," "I Got 
Rhythm," and a ballad medley; Volume Two 
features "Cotton Tail,..... Round Midnight" (a 
lovely showpiece for Heath), “Autumn Leaves," 
"Tenor Madness,” and "Flying Home.”

Joshua Redman may look back at T-Bop 
(Soul Note 121196; 74:32: ★★★★), his record 
as a sideman with joint ’bonists Jimmy Knep
per and Eric Felten, as one of his best early 
efforts. All but two compositions (“Stella By 
Starlight" and "I Guess I’ll Hang My Tears Out 
To Dry") are penned by the young Felten, 
whose self-assurance on the Instrument nearly 
matches the chutzpah it must have taken to 
invite Mingus-stalwart Knepper to collaborate. 
Check out the funky "Deconstruction" (and 
drummer Jorge Rossy’s exuberance behind 
the two-trom/tenor team), the four-tromboned 
arrangement of "Stella," Redman's meaty tenor 
solo on the hard-bop "Delphi," and Knepper’s 
silkworm solo on "Ontology.” Knepper is also in 
the house with Big Band Charlie Mingus, 
playing and conducting the all-star ensemble 
on Live At The Theatre Boulogne-Billancourt/ 
Paris Vol. 2(Soul Note 121193; 65:44: ★ ★★72). 
“Boogie Stop Shuffle," "My Jelly Roll Soul," 
“Goodbye Perk Pie Hat," and the especially 
ambitious "The Black Saint And The Sinner 
Lady" are given long, brassy treatments in the 
all-too-familiar string-of-solos format. Soloists
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include Randy Brecker (trumpet), Jon Faddis 
(cornet), Nick Brignola (bari), John Handy 
(alto), Mike Zwerin (trombone), with Jaki Byard, 
Reggie Johnson, and Billy Hart in the rhythm 
section. High point: Clifford Jordan and David 
Murray play consecutive tenor solos on "Boo
gie Stop Shuffle"—with styles miles apart, but 
both at home in Mingus' inclusive music.

Recorded live at the Edward Blackwell Festi
val in Atlanta in 1987, From Bad To Badder 
(Black Saint 120114; 77:32: ★★★’/?) is a re
laxed reunion of the American Jazz Quintet 
(tenor saxophonist Harold Battiste’s legendary 
New Orleans ensemble), which hadn’t played 
together in nearly three decades. For the 
concert, they unearthed a hefty batch of in
triguing original compositions from the band’s 
earlier incarnation, including Battiste's sum
mery "To Brownie” and a couple of gritty charts 
from Alvin Batiste. Ellis Marsalis contributes 
elegant piano, Batiste is very inventive on 
clarinet, Earl Turbinton guests on alto sax, and 
bassist Richard Payne and drummer Blackwell 
hang tight. And yet, the group needed more 
rehearsal time, and the overall date suffers 
from occasional lapses of focus.

On the contrary, Phillip Johnston’s Big 
Trouble (Black Saint 120152; 65:02: ★★★★) 
is highly focused. The macroscopic band of 
the saxophonist/leader of the Microscopic 
Septet, Big Trouble comes out of the Willem 

Breuker tradition of playful irony, pastiche, nutty 
compositions with hair-raising arrangements, 
and loving jabs at the jazz canon. Along with 
cool versions of two Herbie Nichols tunes, a 
Raymond Scott number, and a tailor-made take 
on Steve Lacy’s "Hemline," Johnston’s own 
material makes use of unorthodox structures, 
stories told in music, Joe Ruddick’s alternately 
(or simultaneously) cheesy and brilliant key
boards, David Tronzo and/or Adam Rogers on 
guitar, Jim Left’s bluesy slide 'bone (check out 
“Chillbone"), and Kevin Norton's impeccable 
drum, marimba, and glock work. Jazz Passen
gers and Lounge Lizards take heed: you'll be in 
Big Trouble when you try to match wack-for- 
wack with this superior band.

Jon Jang and the Pan-Asian Arkestra 
brings an altogether more serious edge to an 
equally colorful large ensemble concept on 
Tianamen! (Soul Note 121223; 53:35: ★★★★). 
No mere collider of cultures, pianist/composer 
Jang deftly integrates double-reeds, Peking 
Opera percussion, Chinese zither, and penta
tonic melodies with rifling horns, Ellingtonian 
orchestrations, and excellent soloing from sax
ophonist Melecio Magdaluyo, trumpeter John 
Worley, Jr., and guest flautist James Newton. 
Jang’s passionate "Come Sunday, June 4 
1989" weaves a Chinese, pro-democracy tune 
together with the theme from Ellington's "Come 
Sunday” (stated on mouth organ and wooden 

flute) and features a piercing suona solo and 
collective horn blow over burning bass.

For a touch of the truly tasteless, take a peek 
at It's Time For The Fringe (Soul Note 121205: 
65:4.6: ★★★★), from the 20-year-old Boston 
(insane) institution The Fringe f you can get 
to the music, you'll find a sensitive, passionate, 
democratic free-jazz trio that just happens to 
be dressed up as Neandertha Men on the 
cover photo. Saxophonist George Garzone is a 
versatile player, shifting gears smoothly be
tween lyrical post-bop linearity and roaring 
overblow; drummer Bob Gullotti and bassist 
John Lockwood are ideal partners, both daring 
and capable. With their sixth album, the Fringe 
deserves to be recognized by fans of free 
music beyond their devoted Beantown circle. 
Tenor saxophonist Ellery Eskelin's Figure Of 
Speech (Soul Note 121232; 52:49: ★★★★V2) 
is a powerful outing. Eskelin’s controlled vibrato 
and gruff, muscular tone are a joy to hear, and 
he knows how to pack more than one peak into 
a solo, spinning multiple yarns as he goes out 
long on the unaccompanied intro to the title cut. 
His front-loaded, sometimes funky charts pro
voke top-notch playing from the oddly instru
mented trio—Arto Tuncboyaciyan on drums, 
cymbals and hand percussion, and Joe Daley 
on tuba. This music lives up to the high 
standards set by Black Saint and Soul Note a 
decade back. DB
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For Cannonball and V?oody\
Antonio Hart’s personal tribute to 
two of jazz’s mightiest influences.

Mad Phat Fringe Zones. " 
^J.eman and Five Elements are consid- 

r masters of cutting edge! jazz. TJiis
atest album is their best wi



Tania Maria
OUTRAGEOUS—Concord Picante 4563: Dear 
Dee Vee; Confusion; She's Outrageous; Bom 

Bom Bom Tchi Tchi Tchi; Happiness; Amei Demais; 

Ta Tudo Certo; I Can Do It; Minh Mãe; Happiness 

2; Granada; Granada Vignette. (54:51) 
Personnel: Maria, keyboard, vocals, syntheiszer; 
Mitch Stein, guitar, mandolin; Tom Barney, Sergio 
Brandão, Darryl Jones, bass; Ricky Sebastian, 
Buddy Williams, drums; Don Alias, Reinaldo Fer
nandez, Claudio Silva, Jorge Silva, percussion; 
Rio, vocal (5); ZéLuis, sax, flute (1,3,7).

★ ★ ★
THE BEST OF—World Pacific CDP 0777 798634 
2 6: Don't Go; Made In New York; I Do I Love 

You; Valeu; Bronx; Tonoca Vignette; Chuleta; 
Please Don't Stay; O Bom E; Ca C'est Bon; 

Marguerita; 210 West. (57:26)
Personnel: Maria, keyboards, vocal; Buddy Wil
liams (1,5,7), Dave Weckl (2,3), Steve Gadd 
(4,6,8,11), Kim Plainfield (9,10,12), drums; Tom 
Barney (1,10,12), Anthony Jackson (2,3,5,7,8), 
Eddie Gomez (4,6,11), Leo Traversa (9), bass; 
Dan Carillo, guitar (1,3,8,9,12); Sammy Figueroa 
(1-3,10,11), Steve Thornton (4,6-10), Onyx Aquino 
(5), Isidro Bobadilha (5), Airto Moreira (7), Don 
Juarez (11), Tony Nogueira (11), Manolo Badrena 
(12), Luis Conte (12), percussion; Eumir Deodato, 
drum programming (1,2); Ted Lo (7,9), Robbie 
Kondor (10-12), synthesizer; Lew Soloff, trumpet 
(10,12); Jay Ashby, trombone (10,12); Jim Clouse, 
saxophone (10,12); Tatiana Kressmann, back
ground vocals (3).

Too jazzy to prosper in her native Brazil, Tania 
Maria found fame in Paris before moving to New 
York in 1981. From an unpretentious pianist who 
also sang, she became a glamorous vocalist 
who also plays keyboards, perfecting a radio
friendly formula that combines husky Por
tuguese and English ballad singing and fleet 
vocalese with fusion textures and funk-edged 
samba rhythms. After a successful recording 
streak on Concord Picante, she switched to 
World Pacific, but her career languished, at 
least in the U.S. Now that she's back with 
Concord, World Pacific has reissued selections 
from four of her albums as a best-of compila
tion. But since neither her style nor the quality of 
her work has changed appreciably over the 
past decade, it's not easy to distinguish her 
best from her worst.

Outrageous begins auspiciously with a pro
pulsive scat-samba but soon drifts into dreamy 
ballads and tepid funk-fusion. “Bom Bom Bom 
Tchi Tchi Tchi" builds from a lilting bossa to a 
driving carnival samba, while "Happiness" of
fers the novelty of a samba/hip-hop rap. In 
general, though, there's not much melodic or 
rhythmic variation. Maria is blessed with a rich, 
pliant voice, but her keyboards provide little

x PHIL MARKOWITZ JUNIOR MANCE DAVID LOPATO ARNIE LAWRENCE BILL KIRCHNER VIC JURIS x

CLASSROOM & ENSEMBLE FACULTY: PHEEROAN AKLAFF JOHN BASILE BOB BELDEN

Learn 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 V m

New York z
jazz clubs J

• 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 

The New School 
66 Fifth Avenue 
N.Y., N.Y. 10011
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more than percussive coloration.
The Best Of Tania Maria, drawn from the 

albums Made In Nev/ York, The Lady In Brazil, 
Forbidden Colors, and Bela Vista, sounds 
remarkably similar o Outrageous, although 
her English is more heavily accented, and the 
arrangements are more reminiscent of early 
Return To Forever. Moreover, tracks from differ
ent albums with different personnel sound 
remarkably similar to one another. It's unflag- 
gingly pleasant, certainly a notch above what 
passes for "contemporary” radio fare. But like 
Outrageous, it's best appreciated one cut at a 
time; taken all at one sitting, it just fades into the 
background. —Larry BirnbaumNew From

WCD200

Harold McKinney & 
Wendell Harrison Duet 
"Something For Pops"

Jean-Luc Ponty
NO ABSOLUTE TIME—Atlantic Jazz 7 82500-2: 
No Absolute Time; Savannah; Lost Illusions; 
Dance Of The Spirits; Forever Together; Ca

racas; The African Spirit; Speak Out; Blue 

Mambo; The Child In You. (56:53)
Personnel: Ponty, acoustic, electric violins, syn
thesizers; Wally Minko, piano, keyboards; Martin 
Atangana, Kevin Eubanks (9), guitar; Guy 
Nsangue, bass; Moktar Samba, drums, percus
sion; Abdou Mboup, Sydney Thiam, percussion.

★ ★ ★ '/2

KING KONG—Blue Note 89539: King Kong; Idiot 
Bastard Son; Twenty Small Cigars; How Would 

You Like To Have A Head Like That; Music For 
Electric Violin And Low Budget Orchestra; 

America Drinks And Goes Home. (43:49) 
Personnel: Ponty, electric violin, baritone vio- 
lectra; George Duke, electric piano, piano; Gene 
Estes, vibes, percussion (1,6); Buell Neidlinger, 
bass (1,5,6); Wilton Felder, Fender bass (2,3); Ian 
Underwood (1,6), Ernie Watts (2-4), alto, tenor 
saxophones; Arthur D. Tripp III (1,5,6), John 
Guerin (2-4), drums; Frank Zappa, guitar (4); 
Donald Christlieb, bassoon (5): Gene Cipriano, 
oboe, english horn (5); Vincent DeRosa, french 
horn, descant (5); Arthur Maebe, french horn, 
tuben (5); Jonathan Meyer, flute (5); Harold 
Bemko, cello (5); Milton Thomas, viola (5).

★ ★ ★ ★ ’/2

On his latest album, jazz vio nist Jean-Luc 
Ponty soars over a percolating undergirding of 
West African polyrhythms, glide g lyrically into 
the fusion zone of jazz-pop-wodd music. His 
trio of percussionists, while never really getting 
the opportunity to break loose into a rhythmic 
orbit, drum, clop, scrape, and on the gently 
swinging “Dance Of The Spirits," even knee
slap out an array of colorful multi-textured 
beats. Ponty's distinctively fast-and-fluid violin 
soloing is exquisite throughout, with notewor
thy improvisational stretches on the bright, 
funk-tinged title piece, the bubbling “Speak 
Out” percussion fest, and the r&b-treated "Blue 
Mambo." Not as impressive is Ponty's synthe
sizer work, which at times gives the album a 
pop sheen that makes the recordings sound 
overproduced. Although most oi Ponty's com
positions fly, a couple don't.' Ca-acas" catches 
fire momentarily, but never fully develops, while 
the end number, "The Child In You," also stalls.

While there are few surprises on No Absolute 
Time, nothing could be further from the truth on 
the recently reissued King Kong, the extraordi
nary 1969 album that helped establish Ponty as 
a versatile and progressive jazz violinist. Re
markably fresh except for George Duke’s elec
tric piano, King Kong showcases the virtuoso 
Ponty diving headlong into the compositional 
genius of Frank Zappa. There s an eloquent 
duet with tenor saxman Ernie Watts on the 
moody “Twenty Small Cigars" and a jazz hoe
down on "How Would You Like To Have A Head 
Like That" (his sole composition here), where 
FZ spins off a couple measures worth of steady 
guitar licks. But where Ponty really gets to 
stretch is on the ambitious, whimsical “Music 
For Electric Violin And Low Budget Orchestra," 
Zappa’s 20-minute suite-like piece where the 
violinist twists and turns through straightahead 
and free jazz, 20th-century classical and rock 
stylings. The fitting end to King Kong, which

The forte of legendary pianist Harold 
McKinney, clarinetist and saxophonist 
Wendell Harrison has always been 
their versatility. Steeped in the be-bop 
tradition, they ha\e explored soul-jazz 
in its infancy, worked in commercial 
and classical contexts, and have made 
major statements in the post-bop, 
modern mainstream. What these 
musicians have accomplished with these 
styles, in a search to discover an 
extension of the jazz language, is hardly 
trivial. The combination of the two 
provide a quiet fire and some startling 
sounds I dare say unprecedented in jazz 
improvisation.
Michael G. Nastos
Detroit corrcspondent/Downbcat, Cadence, Jazz Editor/ 
All Music Guide, Ann Arbor News, Detroit Metro Times, 

WEMU-FM Public Radio, Ypsilanti, MI
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(313) 875-0289 • fax (313) 875-0807

Photo © Barbara Barefield 1993
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suffers only in its less-than-pristine sound qual
ity, is the giddy swing through another Mothers’ 
quickie, "America Drinks And Goes Home."

—Dan Ouellette

Cassandra 
Wilson

BLUE LIGHT ’TIL DAWN—Blue Note B4 0777 7 
81357 4: You Don't Know What Love Is; Come On 
In My Kitchen; Tell Me You'll Wait For Me; 

Children Of The Night; Hellhound On My Trail; 

Black Crow; Sankofa; Estrellas; Redbone; 

Tupelo Honey; Blue Light 'Til Dawn; I Can’t 
Stand The Rain.

Personnel: Wilson, vocals; Brandon Ross, Chris 
Whitley (12), various guitars; Kenny Davis, Lonnie 
Plaxico (10), bass; Olu Dara, cornet (5); Don 
Byron, clarinet (6); Charles Burnham, violin (1,10); 
Lance Carter, drums, percussion; Vinx, percus
sion, voice (4,6); Kevin Johnson, Bill McCellan, 
Jeff Haynes, Cyro Baptista, percussion; Gib 
Wharton, pedal steel guitar; Tony Cedras, accor
dion (2).

★ ★ ★ ★ ★

Blue Light 'Til Dawn immediately impresses as 
Cassandra Wilson's strongest, most consistent 
recording. With producer Craig Street, Wilson 
creates a new environment for her distinctive 
vocals: acoustic, open, and earthy. They've 
jettisoned keyboards and most horns, opting 
for bare-bones support from Brandon Ross' 
blues and classical guitars, African/Brazilian 
percusson, and a little bass. Street never 
crowds his singer with frills. Wilson’s low, smoky 
voice predominates as she hovers and 
swoops, shaping melodies and carrying the 
songs.

Alongside torch songs, notably a stark “You 
Don't Know What Love Is,” Wilson brings a jazz 
singer's phrasing and nuance to Robert John
son tunes, South African harmonies, and folk/ 
pop material from Van Morrison and Joni Mitch
ell. She sees beyond distinctions of style and 
genre, pulling these elements together, em
phasizing themes of restlessness and unre
quited love.

Brandon Ross doesn’t get the attention he 
deserves playing with Henry Threadgill and 
Leroy Jenkins, but his versatility and feel for 
Delta blues are vital. Wilson’s approach to 
Robert Johnson softens the menace of his 
songs, but preserves the gritty essence. (Cas
sandra’s "Hellhound On My Trail," voiced by 
Olu Dara’s cornet, sounds no more ominous 
than a schnauzer.) Part jazz, part blues, and 
with a lot of "beyond." Blue Light should win her 
many new admirers. —Jon Andrews

COLLEGE
INSTRUMENTALIST 
AUDITIONS

Learn from the stars at 
Disney this summer!

All American College Show Band (California & Florida) 
All American College Jazz Combo (Florida) 

World Showcase Show Band (Florida)

AUDITION SITES AND DATES
CHICAGO

Dec. 16-17, 1993 (Thur., Fri.)
Mid-West International Band and 

Orchestra Clinic 
Chicago Hilton & 'Powers 
720 South Michigan Ave.

Check in at the Disney Booth

ORLANDO PHILADELPHIA 1200 East 7th St.
Jan. 22 (Sat.) Jan. 30 (Sun.) DALLAS
Univ, of Central Florida Temple Univ. Feb. 17 (Thurs.)
Dept, of Music E. Boyer College of Music Univ, of North Texas
1-95 to SR 50 & 
Alafaya Trail 
JACKSONVILLE

CINCINNATI 
Feb. 4 (Fri.) 
Univ, of Cincinnati
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Avenue C & Chestnut
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ROCHESTER (NY) 
Jan. 28 (Fri.) 
Eastman School
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Frasier Hall - #58 
9th Ave. & 17th St. 
Greeley, Colorado
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26 Gibbs St. Evanston Campus, Feb. 20 (Sun.)
NEW YORK CITY 
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Carnegie Hall

Entrance A
BLOOMINGTON
Feb. 6 (Sun.)

Cal State Fullerton 
Performing Arts Center 
800 N. State College Blvd.

Del Terzo Studio — Indiana Univ.
8th Floor Band Dept.
154 West 57th St. Indiana Univ. Auditorium

Top Artist Workshops
Stipend & housing provided
College credit available
Must be college undergraduate, at least 18 
yrs. old with freshman year completed by 
Summer of 1994

INSTRUMENTS: All saxophones (doubling preferred), french horn, trumpet, trombone, 
tuba, electric bass, guitar, piano/synthesizer, and percussion (street & set). Horn/piano, 
tuba/piano doublers also sought!
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Lake Buena Vista, FL 32830-1000 eThe Walt DiSney Company
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BOSTON
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Int'l Assoc, of Jazz Educators
Conference
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Convention Center

39 Dalton St. 
Check in at the Disney Booth

Walk-in auditions, 9am-4pm
Five minutes selected music, then 
sight read
Bring current resume/photo 
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CHI-TOWN BLUES
Straight from the 

Heart of Texas

PAUL GLASSE
The Road To Rome
Eleven eclectic tunes by mandolin 
virtuoso Paul Glasse showcase his 
signature blend of jazz, bebop, 
bluegrass and swing, dos 7004

KIM WILSON
Tigerman
Blues originals n the tradition of the 
masters by Fabulous Thunderbirds 
vocalist and harp player, Kim Wilson
ANT 0023

ANTONE'S / dos Records • 500 San Marcos, Suite 200 
Austin, Texas 78702 • 512/322-0617

Call for a FREE Catalogue: 1-800-96 BLUES

THE STORY OF

LESTER 
YOUNG

...in a word, stqserb.' 
- Jastis

’5 Stary
• Leonard Feather

Song of the Spirit
P.O. Box 444
Willernie MN 55090

...masterful production...1
-Jais Times

Price: 74.95 (Includes postage and handling)
Includes: 2 hour Videotape, Transcript of tape

Life’s A Beach
by John Ephland

nly one of them actually surfed. 
And he died in a drowning ac

cident. Then again, great music doesn't nec
essarily come from direct experience. The 
All-American Beach Boys, the subject of a 
gazillion repackaged greatest-hits sets and a 
Vegas-style parody of themselves, weren’t al
ways that way. A sunny blend of Chuck Berry, 
doo-wop, and the Four Freshmen (with a splash 
of Eddie Cochran and the Ventures), their music 
held an innocent, creative charm; a charm that 
eventually left every other band that tried to 
imitate their massive appeal in the sand.

But there’s more: As the Beach Boys ma
tured beyond their early-'60s fun, fun, fun, the 
music started getting sophisticated, complex, 
and quirky. Oddly enough, fans and critics 
alike couldn't handle the dive to murkier waters. 
(You might say direct experience was showing 
up more and more in their music.) It was a dive 
that, from 1966 to the early 70s, showcased 
“pop genius" Brian Wilson and "his hand- 
picked messengers" at their most creative, 
their playing and singing reflecting the angst of 
life beyond adolescence in a war-torn America.

Good Vibrations: Thirty Years Of The Beach 
Boys (Capitol C2 0777 7 81294-4; 76:44/ 
76:20/76:52/76:02/76:40: ★★★★), named af
ter Wilson’s 1966 superhit, is an impressive five- 
CD set (the fifth disc devoted to intriguing 
alternate takes and rare studio miscellanies). 
Subtitled Thirty Years Of The Beach Boys, the 
package gets its name from—and starts with 
—the band's first top-10 hit, 1963's "Surfin' 
U.S.A.” (actually, a demo version previously 
unreleased). The collection ends with their 
most-recent #1 million-selling single, 1989’s 
"Kokomo." In between are another 139 songs 
(over six hours of material) and a wild, 60-page 
booklet.

Wilson was joined by brothers Carl and 
Dennis (the surfer), cousin Mike (hot dog with a 
hat) Love, and friends David Marks, Al Jardine, 
and Bruce Johnston, among others. But it was 
Brian, with the occasional collaborator, who 
wrote, arranged, and produced most of the 
music. In fact, by the time "I Get Around," 
"California Girls," and "Don't Worry Baby" were

A Blue Deeper than the Blue, 
is "an album rippling with 
subtle, even mysterious, 

beauty," and Garrison Fewell is 
"one of the musics best kept 

secrets." -Bob Young, Jazziz 

with Fred Hersch, Cecil McBee 
and Matt Wilson...on ACCURATE 

distribution: Rounder, z§\ 
City Hail, Northcountry 1«IUU

Cars, stars, and scars: mid-'6O ; Beach Boys 
Dennis (far left), Al, Mike, Brian, and Carl

produced, in 1965, Brian had quit touring with 
the band, having suffered his first nervous 
breakdown. And yet, his freedom from the 
band helped him to focus on writing and what 
seemed to be his favorite toy, the recording 
studio. (Pet Sounds, the band’s 1966 master
piece, came as a direct result.) Over time, there 
emerged a defined method to his madness, so 
to speak. Starting with a variety of top-notch 
session players in L.A, Wilson would record 
instrumental tracks, eventual / adding the 
band's vocals to them in a kinc of patchwork 
quilt. (The band consistently used instrumental 
tracks on their albums, in time utilizing a variety 
of instruments not normally associated with 
pop or rock.)

Music from the legendary, experimental 
Smile album that was never released appears 
on discs 2 and 5, amounting to about 30 
minutes. After their split with Capitol in 1969, 
the band recorded with and wiihout Brian for 
Warner Brothers and CBS. Selections from 
Sunflower, Surf’s Up, Holland, and Carl And 
The Passions: So Tough, the best of the batch, 
are included here, along with cuts from the 
other records. The music from Sunflower, Surf's 
Up, et al., clearly shows brothers Carl and 
Dennis coming out from under Brian’s shadow, 
with strong writing, production, and vocals of 
their own.

From the beginning, however it was Brian's 
ear for melody, instrumentation, and vocal 
harmony (who can forget his signature fal
setto!) that put the band on the musical map. 
No less an authority than Beatle Paul Mc
Cartney had this to say about Pet Sounds: "No 
one is educated musically 'til they've heard that 
album."

Sadly, since those turbulent cays of Water
gate, the Manson murders anc beyond, the 
band, when it hasn't been recording songs for 
motion picture soundtracks, has earned to live 
off its past as an oldies act. In fact you can hear 
it happening a third of the way through disc 4, 
after 1973, as the music—albeit rew—starts to 
sputter for good. One might ask, how could the 
Beach Boys—a radically origina cultural insti
tution—do this to themselves, essentially de
volving into an arena-sized lounge act? Then 
again, ask yourself this question What shape 
would the Beatles be in if theyd hung in there 
for 30 years? DB
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European Echoes
by John Corbett

- uropean jazz has long had to with- 
. stand the slings and arrows of pro
tectionist Americans who see the music as 
inherently U.S.-vs.-them. It should be clear by 
now, however, that some of the most important 
and engaging sounds on the market are imports, 
often from small European labels.

For instance, take Carlo Actis Dato Quartet's 
Bagdad Boogie (Splasc(h) 380; 68:35: 
★★★★). Italian saxist/bass clarinetist Dato has 
an extensive catalog of releases for the excellent 
Splasc(h) label (whose roster includes every
thing in Italian jazz—mainstream, fusion, free- 
bop, improvised). His quartet plays all original 
music, trotting out tunes laced with folk and 
popular Italian influences, parade-like marches, 
carnivalesque melodies, free jazz, and a strong 
dose of the giggles. Sharing the frontline with 
fellow multiple-reedman Piero Ponzo, Dato plays 
appropriately balmy solos (check out the bari
tone intro to the shifting 16 minutes of “Gare 
Centrale De Bamako”) through charts that are at 
once silly, charming, and musically fertile. Also 
on hand are versatile percussionist Fiorenzo 
Sordini and bassist Enrico Fazio (whose own 
quintet has several worthwhile outings).

Roman pianist Enrico Pieranunzis duet with 
Yankee bassist Marc Johnson, The Dream 
Before Us (IDA 028CD; 56:42: ★★★1/2), was

TONY 
CAMPISEi

' ii

"Bluesy Lightning Bolts ignite with 
Neonized Art Deco Hues...Huge Talent, 
Consummate Artistry...! can’t think of 
anyone who has greater control of both alto 
and tenor - not to mention flutes, piccolo 
and earthy vocals - than Campise...
Brilliant!!!" -Chuck Berg, JazzTimes

Heart
Music

P.O Box 160326 
Austin, TX 78716-0326 
Phone (512) 327-1649 
Fax (512) 795-9573

Available at Landmark and North Country Distributors, 
Southwest Wholesale and all Tower Records (HM005 CD)

warmly recorded by the French IDA label. The 
two work on an even field, Johnson's deep, all
acoustic basswork an up-front partner for Piera- 
nunzi's gentle but firm approach. At times, the 
improvised dialogue wanders harmonically—on 
"Something There" or the disc’s three "Im- 
promptu”s, Pieranunzi sounds most like Paul Bley, 
replete with his less viable, more sentimental 
hues. The duo also plays surprising versions of 
"Night And Day,” "All The Things You Are” (mu
tated and renamed ‘All The Things We Are"), “On 
Green Dolphin Street," and Lee Konitz’s "Sub
conscious-Lee.”

From percaso Productions in Zurich, Switzer
land, comes a delightful little group with an odd 
moniker. Day & Taxi's debut All (percaso Pro

duction 11; 63:55: ★★★★) comes packaged 
with a gorgeous Giloert & George painting on the 
cover and a disc chock full of jubilant trio music. 
Percaso label-chief Christoph Gallio leads the 
group, playing distinctly Lacy-ish soprano and 
eloquent, rarely strident alto saxophone; bassist 
Lindsay L. Cooper (not to be confused with the 
reedwoman from England) and drummer Dieter 
Ulrich stretch out on the trio’s elastic composi
tions, creating and filling space around tunes like 
Cooper's manic "Chook" and Gallio’s reserved 
"La Petite Princesse." Particularly nice to hear 
Ulrich get so much out of a bare-bones kit, not 
unlike the best work of Dennis Charles.

Anyone who thinks they know about contem
porary saxophone music but hasn’t heard the 
solo-soprano work of Brit Evan Parker is gravely 
mistaken. Taking the most extreme elements of 
late Coltrane—overblowing, multiphonics, biting 
and slap-tonguing the reed, cross-patterned 
fingering—Parker has combined these with 
seamless circular-breathing and rolled them into 
a one-man sonic adventure, certain to dumb
found you on first exposure. Though the evolution 
of his approach has been documented on vinyl, 
the newly issued Conic Sections (ah urn 015; 
70:17: ★★★★★), recorded in 1989, is its first 
appearance on a full CD (a few solo cuts may be 
found on Process And Reality, on the German 
FMP label). Sound is very roomy, the natural 
reverb adding another level to the saxophonist's 
multi-vocal soloing. On Conic Sections Parker 
blows a hole clear through the theory that nothing 
genuinely new comes to jazz by way of European 
tradewinds. DB
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Buck: On Wing
by Kevin Whitehead

■
 n jazz lore, nothing's more alluring than 
marathon Kansas City jams of the '30s, 

where crowns were contested and players 
swung till they dropped; in practice, nothing’s 

deadlier than an endless string of solos by a 
non-cooking band.

The Complete CBS Buck Clayton Jam Ses
sions (Mosaic MD-6-144; 64:20/ 59:55/ 52:58/

A personalized education with 
our faculty of professional 

performing artists.

Gary Slavo - trumpet 
Ken Kistner • saxophone 
Janice Borla - jazz voice 
Brad Stirtz - vibraphone 
Frank Dawson - guitar 
Brad Williams - keyboards 
Jim Cox - bass
Jack Mouse - drum set

For information regarding 
auditions and enrollment 
contact:

Ken Kistner, Director 
Jazz Studies Program 
(708) 960-1500 ext. 1920

60:05/42:06/61:13: ★★★★)—six installments 
taped between 1953 and '56, about a dozen 
players on each—lie closer to K.C. heaven 
than Sisyphean solo hell. Conceived by 
George Avakian and John Hammond—they 
told trumpeter Buck Clayton he was the leader 
after the first session—as a dignified alterna
tive to Jazz at the Philharmonic wilding, the 
Clayton jams were heavy on Basie-ites and 
-isms, starting with Buck himself. With his 
graceful phrasing, singing tone, and deftness 
with several mutes, he crafted melody state
ments that put everyone in the right mood; he 
personified what they were aiming for. Plus, 
musicians liked him.

Naturally, the spotlight's on the soloists—like 
Coleman Hawkins, Julian Dash, and Buddy 
Tate on tenor, and Benny Powell, Urbie Green, 
Trummy Young, and J.C. Higginbotham among 
the trombones—but the rhythm section is the 
main reason these sessions endure. The origi
nal '53 team was Basie's best: Freddie Green, 
Walter Page, and Jo Jones, plus Sir Charles 
Thompson on piano. Afterwards, the section’s 
character grew a bit more assertive—Milt Hin
ton replaced Page, and Jimmy Jones, Billy 
Kyle, and mystery man Al Waslohn took turns 
on piano—but the (time) feel stayed remark

Graceful moodsetter: Clayton

ably consistent, even on a date where Bobby 
Donaldson replaces Jones. This nicely cap
tured music is a testament to Jo Jones’ genius: 
you can barely hear him. That effortless relax
ation, the pulsation without violence, the ele
gance and force which define Kansas City 
jazz, built from the drums up. Feathering four 
beats most of the time, with an occasional 
snare crack or flamming fill tc jolt the mes
merized, Jones is master of subtle persuasion.

To further spur soloists, id e horns fill in 
behind with gentle backing riffs cooked up on 
the spot, via pantomime, whispered asides, 
and other signals musicians used to shape 
music spontaneously, decades before Butch 
Morris got credit for conducting improvisers. 

| Avakian could edit tape ingeniously, imposing 
§ light structure on a piece through artful (re-)or- 
§ dering of segments, conspicuously on the old 
£ LP version of “Robbins' Nest" (not included), 
2 assembled from two takes heard here. Still, 
E most of these performances worked well 

enough as is to make it onto LP jncut. In a few 
cases where master tapes weie lost, edited 
takes are provided here—notably a delirious 
"Jumpin' At The Woodside" interspliced from 
two sessions where Jones is the rhythm sec
tion's only constant. The tempo stays true.

Of the soloists. Hawkins inevitably domi
nates; Trummy Young and pianist Ken Kersey 
get off inspired shots; open-horn trumpeter Joe 
Newman or cornetist Ruby Braff serves as 
Buck's contrasting foil. The reve ation is aitoist 
Lem Davis, who sometimes cuts across the fine 
rhythmic grain with the obstinacy of Pee Wee 
Russell: Davis’ style is a not-wholly digested 
amalgam of hip bop licks, blunt r&b gestures, 
and original, whittled phrases. He reminds us of 
a too-often ignored function of the jam session: 
learning how to make your concept fit with 
other musicians, without getting • lak for experi
menting. This time Jo doesn’t fling a cymbal at 
the aitoist.

Regarding the traditionally big, photo-stud
ded Mosaic booklet: there’s a chatty but infor
mative, personal but not egoistic style of anno
tation Dan Morgenstern excels at; he even 
makes rosters of soloists read lively. Mor
genstern weaves his way through these ses
sions as gracefully as Clayton and company. 
(Mosaic Records; 35 Melrose Place. Box D, 
Stamford, CT 06902: (203) 327-7111) DB

Illinois 
Benedictine 
College
5700 COLLEGE ROAD
LISLE. ILLINOIS (50532-0900
708/960-1500

CONCEPTS FOR 

BASS 
SOLOING 
by Chuck Sher & Marc Johnson 

$24 postpaid. Send check or 
write for free brochure to: 

Sher music co. 
P.O. Box 445, Petaluma, CA 94953

Includes two cassettes of Marc Johnson 
(Bassist with Bill Evans, Stan Getz. Lyle Mays, etc.) 

soloing on each exercise,
') Transcriptions of bass solos by:

• Eddie Gomez • John Patitucci • Scott La Faro
• Jimmy Haslip • George Mraz • Gary Willis

9 Over 150 pages of exercises to help you create 
more beautiful, horn-like solos.

9 Many transcriptios of Marc Johnson’s astounding 
improvised solos on the accompanying tapes.

“It's a pleasure to encounter a Bass Method so well
conceived and executed." — Steve Swallow



Mainstream 
Maelstrom 
by Jack Sohmer

ecause of the growing number of 
I young listeners becoming inter
ested in jazz, many labels have found it advis
able to produce broad-based, introductory 
anthologies so as to serve the needs of these 
newer converts. Original Jazz Masters Series, 
Vol. 1 (DA Music 3701; 42:59/55:19/44:31/ 
48:19/46:25: ★★★) is one such collation 
drawn from the catalog of Black Lion. A British 
label known for its quality releases of top
ranking American and European jazzmen, 
Black Lion has specialized in a wide variety of 
traditional, swing, and bop artists, whose per
formances run the entire gamut of mainstream 
jazz styles.

Howard McGhee: haphazard presentation

Unfortunately, though, a serious production 
error resulted in the omission of any information 
regarding the sources, dates, and personnel 
for the performances included in this collec
tion. But a representative of DA Music ex
plained this blunder to us in advance with the 
assurance that future releases will include all 
pertinent data. In any case, all of these record
ing are listed in the comprehensive Swing and 
Modern Jazz discographies by the Belgian 
expert, Walter Bruyninckx; and, since they all 
appeared on Black Lion LPs, either in the form 
of first-time releases or reissues, it shouldn’t 
take more than an hour or so to locate all 50 
titles. But the obvious catch is that the very 
segment of the public that DA Music wishes to 
target, the new collectors, is the one least likely 
to own this invaluable, but expensive reference 
source.

Each disc is programmed to present as 
broad a coverage of contrasting styles as is 
possible within the Black Lion catalog, but 
strangely with no sense of historical progres
sion or developmental relationship. Thus, on 
the first three discs, we find such stylistically 
unrelated performances as Ben Webster’s 
“Stormy Weather," Louis Armstrong's "Do You 
Know What It Means To Miss New Orleans," 
Sonny Stitt’s "Autumn In New York," Louis 
Jordan’s “A Man Ain't A Man," Don Byas' "A 
Night In Tunisia." Pee Wee Russell's “Gabriel

Found His Horn," Howard McGhee's "Sharp 
Edge," Ellington's “Take The A Train," Lee 
Konitz's "Sound Lee," and Sidney Bechet’s “On 
The Sunny Side Of The Street, as well as 20 
additional tracks by some of the same and 
other artists. The remaining two discs are 
sequenced in a similarly haphazard fashion, 
and while none of the selections are poor 
examples of the musicians involved, neither is 
their random manner of presentation a logical 
way to introduce this music to a new and 
probably already confused audience.

JOEL SPENCER

AKIO SASAJIMA 
JOE HENDERSON

The new world of jazz...and more 
on enja

Available at better record stores or to order call toll-free 800-688-3482

Exclusively marketed 
and distributed by

177 Cantiague Rock Road 
Westbury, NY 11590

>dii Dagir 
lik at-taqasim

BENNIE WALLACE 
The Talk Of The Town 
One of the most unique and identifiable 
tenor saxophonists in jazz with a new 

program of distinctive originals 
and appealing standards.

AKIO SASAJIMA 
Humpty Dumpty 

Crisp and inventive playing and writing 
by guitarist Sasajima, with a quintet 

co-led by tenor superstar 
Joe Henderson.

ABDU DAGIR 
Malik At-Taqasim 

The first recording by this phenomenal 
Egyptian violinist, who is known as 

‘malik at-taqasim” - the king of this style 
of Arabic improvisation.

I_____________________ *"i°| &
BRUCE BARTH 

In Focus
The debut album by a most impressive 

pianist/composer, currently with Terence 
Blanchard. Tunes by Ellington, Wayne Shorter, 

Frank Loesser, and six Barth originals.

Half of the 32 artists selected for inclusion 
are represented by two or three tracks each, 
and these include such carelessly sequenced 
giants as Armstrong, Bechet, Russell, Elling
ton, Webster, Hines, Basie, Tatum, Wilson, 
Monk, and Miles, as well as Stitt, Grappelli, 
Gonsalves, Nat Cole, and Donald Byrd. There 
are also 16 other artists of comparable promi
nence, including Buddy Tate. Dexter Gordon, 
Zoot Sims, Ruby Braff, and Bill Coleman, who 
appear only once. But because this "best of the 
best" collection offers so much in the way of 
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diversity, it should be clear that the sheer 
number of stylistically different performances 
prohibits any sort of meaningful detailed dis
cussion. The only real surprises here are the 
two discographically unlisted tracks with Miles 
Davis. A little guesswork and some research in 
Bruyninckx’s Vocalists Discography revealed 
them to be from a mid-’40s Earl Coleman 
session that also included Gene Ammons. But 
neither Bruyninckx nor Davis biographer Jack 
Chambers were able to provide the titles, 
"Don't Explain To Me Baby" and “Don’t Sing Me 
The Blues,” which are here released on discs 1 
and 4, respectively. DB

We’re Making a Difference.

American Heart 
Association W

Kevin Eubanks
SPIRIT TALK—Blue Note 89286: Landing; Con
tact; Union; Spirit Talk; Earth Party; Inside; 

Going Outside; Journey; Livin'. (53:00) 
Personnel: Eubanks, acoustic, electric guitars; 
Kent Jordan, flute; Robin Eubanks, trombone; 
Dave Holland, bass; Marvin “Smitty" Smith, 
drums.

★ ★ ★ ★
GUITARIST—Discovery 71006: The Novice 
Bounce; Inner-Vision; Yesterdays; Evidence; 

Urban Heat; The Thumb/Blues For Wes; Un

titled Shapes; Blue In Green. (44:38) 
Personnel: Eubanks, acoustic, electric guitars; 
Robin Eubanks, trombone; Ralph Moore, tenor 
sax; Charles Eubanks, acoustic piano; David 
Eubanks, acoustic bass; Ronnie Burrage (2,3,7), 
Tommy Campbell (5), Roy Haynes (4), drums.

★ ★ ★ ★ 

recording, Guitarist, released on Elektra/Musi- 
cian in 1983 and reissued recently by the 
Discovery label, he unleashes a solo of blue 
stings on his acoustic guitar, q. letly but force
fully putting a swing and bite into it. When he 
brings the band into the picture for the spirited 
and straightahead “Inner-Vis on,” he once 
again demonstrates his guitar aptitude by 
charging note-for-note with tenor saxophonist 
Ralph Moore for an exhilarating stretch. His 
most adventurous playing shews up on the 
reflective “Untitled Shapes," one of his intro
spective and elegant compos ions. Guitarist 
ends with a calming, solo acoustic-guitar cover 
of "Blue In Green.”

My only complaint with Eubanks’ perform
ance on his first outing was his tendency to try 
to cram too many accelerating licks into a 
measure. Ten years and nine albums later, the 
guitarist in Branford Marsalis' Tonight Show 
Band still shows how fleet he is, his latest 
release successfully tempering his need for 
excessive speed. He muses more on Spirit 
Talk, opting to go the acoustic-guitar route for 
most of the album, and he also engages in 
more instrumental conversations with mem
bers of his stellar ensemble. The dialogue he 
and trombonist/brother Robin (who also gave 
great low-end support on Guitarist) deliver on 
“Union" is spine-tingling in its improvisational 
beauty. In addition, he joyfully frolics alongside 
bassist Dave Holland on “Going Outside,"

On the first track of Kevin Eubanks' debut

yW r

^ddario 1994 PLAYER’S CALENDAR_______ Bife: i ___________________________________

To receive your "D'Addario 1994 Player's Calendar"
send $3.00 (U.S.) check or money order for postage and handling to:
J. D’Addario & Company, Inc.
1994 Player's Calendar
PC Box J • E. Farmingdale, NY 11735
Orders must be postmarked before March 1, 1994.
This offer Is limited to one per person while supplies last.

^IMlddario®
TREPLAYER’S choice

the Beatles were 
jazz instrumentalists 

this is how they 
would have sounded.

Impressions of Beatles Music by

CSood
CSood ■WoB'B'Bingi

Fresh Impressions
of 12 Timeless Beatles Classics by

IXlight On Earth
The first El BART 

idea from kkC( )RDS Mi INC.
Manufactured by Bart Records Inc.; Distributed by One World Records Inc 



which also features the enchanting lyrical flute 
playing of Kent Jordan.

Other noteworthy pockets of music on Spirit 
Talk, a celebration of sorts of spiritual extrater
restrials: the back-to-back trio numbers—the 
grooving “Earth Party" (guitar/bass/drums) 
and the pensive, hushed "Inside" (trombone/ 
guitar/bass)—and the two end pieces, the 
exquisite acoustic-guitar solo through "Jour
ney," which then opens into a full-ensemble 
romp through the upbeat “Livin.'"

—Dan Ouellette

Various Artists
DAVE GRUSIN PRESENTS GRP ALL-STAR 
BIG BAND LIVE!—GRP GRD-9740: Oleo; My 
Man's Gone Now; Sing, Sing, Sing; Manteca;

Blues For Howard; Cherokee; Blue Train; ’S 
Wonderful; Sister Sadie. (64:00)
Personnel: Arturo Sandoval, Randy Brecker, 
Chuck Findley, Byron Stripling, trumpets: George 
Bohanon, trombone; Eddie Daniels, clarinet; Eric 
Marienthal, Nelson Rangell, Ernie Watts, Bob 
Mintzer, Tom Scott, saxophones; Phillip Bent, 
flute; Gary Burton, vibraphone; Russell Ferrante, 
Dave Grusin, piano; John Patitucci, bass; Dave 
Weckl, drums.

★ ★ ★ W

Since the Metronome All-Star sessions of the 
’30s to this album, ad hoc, all-star bands have 
implicitly promised more than they’ve given. I 
can think of barely a classic among them. On 
the other hand, I can’t recall many duds, either. 
It’s insurance.

And there’s not much that's dudly here. More 
an occasion celebrating itself, it’s one the 
musicians, led by Tom Scott, rise to with a fair 
amount of Olympic virtuosity. The proceedings 
are hectic, loud, and often very fast, in the 
manner of a musical triathlon, leaving one with 
rather pleasantly jangled nerves. A frantic 
"Oleo," with a dash of Cecil Taylorisms from 
either Grusin or Ferrante and some pretty 
muscular section passages for the reeds, tells 
you what you’re in for. It doesn’t get much slower 
than "My Man’s Gone Now." And "Cherokee" is 
a slash-and-bash merry-go-round for the 
brass, not to mention catnip for the crowd.

—John McDonough

A Giant, First 
And Last 
by Kevin Whitehead

his batch of John Coltrane discs
H spans his first- and last-known 

recordings, a stretch of just 21 years. The Last 
Giant: The John Coltrane Anthology (Rhino/ 
Atlantic 71255; 67:18/60:23: ★★★★) is a sen
sibly compact, mini-box annotated by Lewis 
Porter, Ira Gitler, Amiri Baraka, and others.

Like other twofers in the Rhino series, it’s 
quirky. Only seven of 19 tracks were recorded 
for Atlantic, and six of them come from just two 
LPs, Giant Steps and Coltrane's Sound. Other 
stuff comes from leader and sideman dates for
Prestige. Riverside, and Blue Note. There’s also 
a 25-minute "My Favorite Things" from ’61, with 
Eric Dolphy on flute, and an excerpt (poorly 
recorded) of "Ogunde" from Coltrane's last 
public performance, May 23, '67. Most valu
able are five early Trane tracks, starting with 
“Hot House" from a 1946 Navy jam session, 
where he plays alto. Trane’s green, grappling 
with half-digested Bird; but even at 19, he 
balances double-time phrases against preg
nant silences, a lifelong signature.

Some folks say Coltrane didn't find his style 
till he was 30. Wrong. By 1951, playing tenor 
with Dizzy Gillespie (on two tracks), he'd al
ready developed his heraldic tone. By '54, with

VIENNA ART ORCHESTRA: on hatART CDs:
6073: FROM NO TIME TO RAG TIME (new release), 6096: A NOTION IN PERPETUAL MOTION (recent release)
6054: SUITE FOR THE GREEN EIGHTIES, 6038: CONCERTO PICCOLO and 6024: THE MINIMALISM OF ERIK SATIE.

MU Sponsor: Swiss Bank Corporation, Basle/Switzerland.
Hat Hut Records LTD, Box 461, 4106 Therwil/Switzerland 
Photo: Wolfgang Grossebner

wmwrn
Mail order by
CADENCE, Phone 315-287.2852
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John Coltrane: a career divisible by chapters, he still denied us closure.

To Talk About You," that lovely Eckstine ballad 
Coltrane loved, which he ends with a fevered 
three-minute solo cadenza. The fast-and-fiery 
blues, "Chasin' Another Trane,’ is from the 
fabled Vanguard '61 stand, with Roy, bassist 
Reggie Workman, and Dolphy. (Tyner comps 
on the first two choruses and returns to hit a 
closing chord 15 minutes later.) Eric's tongue
talking alto bears comparison with that ca
denza above; who influenced who here?

The cover of Transition (Impulse! 124; 51:59: 
★★★’A), from June of '65, comes from the LP 
of the same name. But the program’s some
what different, to avoid duplicat dpi of previous 
reissues ard include material eft over from 
Kulu Se Mama—“Welcome," a rubato hymn 
echoing of “Happy Birthday," and the Elvin/ 
Trane duet “Vigil," which anticipates 1967's 
Interstellar Space with Rashied Ali (whose title 
track is in the '92 Major Works box). The classic

altoist Johnny Hodges on the riffing “Thru For 
The Night," his leaping entrance announces 
he’s entered his first mature phase. He was 27. 
The Last Giant—foolish title—isn’t the compre
hensive early Coltrane set we need, but it does 
whet your appetite for one.

The Pans Concert (Pablo/OJC 781; 41:47: 
★★★★), with the classic quartet—pianist Mc
Coy Tyner, bassist Jimmy Garrison, and drum

mer Elvin Jones—is of uncertain date (proba
bly November ’62) and origin. What’s certain 
is, the band's burning; “The Inch Worm," usu
ally in no big hurry, really gets a move on, 
spurred by Coltrane's soprano. The other 
tracks are a 26-minute romp on "Mr. PC.," 
which these days we must point out refers to 
the late bassist Paul Chambers, and an almost 
perfunctory "Ev’rytime We Say Goodbye."

quartet, which would dissolve within the year, 
has entered its most roiling "free phase. But for 
all the turbulence in “Transition," Garrison’s 
walking eighth notes keep it swnging; Elvin's 
loose gait provides a similar function on much 
of the five-part "Suite." Garrison’s folksy strum
ming interlude is straight outta early Charlie 
Haden.

Expression (Impulse! 131; 51:17: ★★★) 
comes from February and March '67 sessions, 
the latter being Coltrane's last studio date.

There is a conspicuous phasing problem—as 
on the 1979 LP issue—which is obvious from 
the opening applause, and occasionally de
tracts from the high-energy, high-quality music.

The outstanding Newport '63 (Impulse! 128; 
56:52' ★★★★'/?) finds Roy Haynes subbing 
as the quartet's drummer; his triplet-happy 
rollicking gives the band a different punch than 
Elvin's free-style polyrhythms. (Damn, maybe 
Roy really is the triplety drummer on that Monk/ 
Trane Five Spot CD!) Haynes and Trane have a 
long "Impressions" mostly to themselves, free 
and surging, full-boil. The other Newport tracks 
are the inevitable “Favorite Things" and “I Want

(One March track, released on a 70s LR is 
added to the original program.) The band is 
now pianist Alice Coltrane. Garrison, and 
Rashied; Pharoah Sanders’ piccolo is featured 
on one long, diffuse track. The prayer-like 
compositions (''Ogunde") grow more prayer
like, the turbulence more turbulent, the modal 
swirling more static. Coltrane was very consid
erate to critics, giving us a career neatly 
divisible into distinct chapters, but he denied 
us closure This music is inconclusive, as if he’s 
trying to break through to a place he never 
found. Expression and Transition could fairly 
swap titles. DB
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Charles 
Fambrough

BLUES AT BRADLEY'S—CTI 67235-2: Duck 
Feathers; Blues For Bu; Andrea; Better Days 

Are Coming; Steve’s Blues. (55:00)
Personnel: Fambrough, bass; Joe Ford, soprano 
saxophone; Donald Harrison, alto saxophone; 
Steve Turre, trombone, shells; Bobby Broom, 
guitar; Bill O'Connell, piano; Ricky Sebastian, 
drums: Steve Berrios, percussion.

★ ★ ★
Fambrough/ 

Kirlcland/Watts
JAZZ FROM KEYSTONE: THUNDER & RAIN
BOWS—Sunnyside 1055D: Black Nile; Alycia; 
The Impaler; Rainbow; Kasploosh; You And The 

Night And The Music; Dance Of The Niblets; 

Opal Rose; Blooski. (52:13)
Personnel: Charles Fambrough, bass; Kenny 
Kirkland, piano; Jeff "Tain" Watts, drums.

★ ★ ★

Two sides of Fambrough: the loose, in-the- 
groove side on Blues At Bradley’s; the intense, 
high-powered side on Thunder & Rainbows. In 
both setups, here is a bassist more felt than 
seen—despite the occasional bass solo. His 
virtues include a powerful tone, the requisite 
LaFaro-esque solo technique, rock-solid time, 
and the ability to lock in with two very different 
drummers.

Blues has the edge on variety, mostly due to 
the scope of the soloists, despite the prepon
derance of bluesy material. On the trio album, 
once it is established that Kirkland is a Tyner 
man on the modal and uptempo tunes and an 
Evans fancier on the ballads, the game is over. 
Even so, one stays tuned for the home-run 
derby.

"Duck Feathers,” a Fambrough-Harrison 
ditty, sets the tone of Blues: Sebastian's sec
ond-line drumming leads to a JB Horns-like 
ensemble and various degrees of funk in solos 
all around. "Blues For Bu" is churchy, with Turre 
getting in some juicy wah-wah licks. The trom
bonist switches to shells near the end of the 
new-age-y "Andrea,” another Fambrough origi
nal. Turre and Broom (shades of B.B. King and 
Kenny Burrell) are the most consistently re
warding soloists.

Thunder, a studio album produced by for
mer Keystone Korner owner Todd Barkan, gen
erates its heat on numbers like Wayne Shorter's 
"Black Nile," Watts' “The Impaler," and the 
standard "You And The Night And The Music." 
These tunes are full of Watts' lumpy, hammered, 
sometimes breathless figures, reminiscent of 
Elvin Jones. Fambrough walks up the prover
bial storm. The rainbow side of the trio appears

EVERYWHERE MUSICIANS 
ARE RAVING ABOUT THIS 

AMAZING NEW 
IMPROVISATION COURSE 

THAT WILL HAVE YOU 
IMPROVISING LIKE A PRO 
IN A MATTER OF WEEKS

Pianist/Composer Mike Longo, known for his long association 
with Dizzy Gillespie, has created a new home study course 
called "THE IMPROVISED MELODIC UNE" which will amaze 
you with its effectiveness.

DEVELOP YOUR OWN ORIGINAL SOUND
Unlike many books on the subject, which stress "what to 
play" in the form of endless patterns that everyone else is 
playing, this course teaches you "how to play" in the form of 
professional techniques that lead to the development of your 
own original ideas and patterns.

YOU WILL LEARN:
HOW TO USE RHYTHM AS A SOURCE OF MELODY
HOW TO APPLY THIS PRINCIPLE TO CHORDS

AND .ARPEGGIOS
HOW TO DEVELOP ORIGINAL RUNS AND APPLY 

THIS PRINCIPLE.
HOW TO DEVELOP YOUR OWN ll-V PATTERNS
HOW TO DEVELOP ORIGINAL UNES USING SCALES
HOW TO APPLY THIS PRINCIPLE TO POLYMODALITY
HOW TO APPLY NON HARMONIC MATERIAL TO 

VOICE LEADING
HOW TO USE INTERVALIC MOTIVES.

NOT JUST A BOOK!
"THE IMPROVISED MELODIC LINE" is a complete course of 
study with homework exercises designed to leach you how
to develop your own talent the creative way. In a short period 
of time you will find yourself creating lyrical original lines as 
if by magic.

HIGHLY RECOMMENDED
Sax and flute great JAMES MOODY had this to say: "This is 
one of tlie most effective approaches to improvising lines I 
have ever experienced. I recommend it to musicians on every 
level."

IMPORTANT SIDE BENEFIT
After you have digested the material in the course, you will 
find it to be a valuable tool for teaching oilier musicians, 
enabling you to supplement your income through teaching if 
you so desire.

Or write to: 12037 Starcrest Dr. Dept. DB, San Antonio, TX 78247

FREE GIFT
By including $ 1.50 postage and handling with your order, you 
can receive, ABSOLUTELY FREE, the Mike Longo album "THE 
EARTH IS BUT ONE COUNTRY" which retails for $9.95 and 
features Dizzy Gillespie as a soloist! Act promptly! Offer is 
available for a limited time only.

MONEY BACK GUARANTEE
"The Improvised Melodic Line" which contains over 300 
notated examples and is priced at less than the cost of a fake 
book of the same volume and thickness is covered by a 
complete guarantee. If for any reason you are dissatisfied, 
simply return it within fourteen days for a complete refund

HOW TO ORDER
•Send check or money order for $2-4.95 to:

CONSOLIDATED ARTISTS PUBLISHING 
290 RIVERSIDE DR.
SUITE 11-D, DEPT. L 

NYC 10025
Be sure to include the $1.50 Postage and Handling charge if 
you wish Io take advantage of the $9.95 FREE GIFT offer.

TO USE CREDIT CARD PLEASE CALL TOLL FREE: 
1-800-BE-BOP-YO .. . 1-800-232-6796

Foreign orders must include |X>stage for a 2 lb. parcel.
'NY State residents are required to include sales tax. Failure 
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ISTASH-DAYBREAK M.O.I

Thousands of titles from around the 
globe. All labels. Great prices. Lots 

of vinyl, CDs, cassettes, & jazz videos.

STASH, JASS, VJC, 
AZURE, INDIGO, RST 
BETHLEHEM GRP, 

SONY FRANCE, SONY 
JAPAN, SAVOY, CLASSICS, 

MAGIC, ARTISTRY, 
CREATIVE WORLD 

11 MANY, MANY MORE! FREE!
STASH-DAYBREAK M.O. 

140 W. 22nd St.
12th fir / Dept. DB 

NEW YORK, NY 10011 
FAX: 212-243-4483 

TEL: 1-800-666- JASS
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Subscribers Service / 
DOWN BEAT 
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on Keith Jarrett's “Rainbow" and Fambrough's 
“Alycia" and "Opal Rose." We are reminded in 
Barkan's liner notes that this trio was the rhythm 
section in Wynton Marsalis’ first quintet. 
Tempos fugit. —Owen Cordle

Loved Ones
THE PRICE FOR LOVE—Hightone 8048: 
Pretty Baby; I Can't Take It; Cut You Lose; Love 

& Gone; Jaguar Blues; Lickin' Stick; I Told The 
Truth; Falling In Love; The Price For Love; 

Hightone Hop; Don't Put Your Spell On Me; 

None Of Your Business; She's Into Something; 

Devil's Moon. (48:50)
Personnel: Bart Davenport, lead vocals, har
monica, acoustic guitar: Mike Therieau, bass 
guitar, slide guitar, backing vocals; John Kent, 
drums; Xan McCurdy, lead guitar; Scott Mathews, 
piano, percussion.

★ ★ ★ ★

Welcome to the wonderful time-warp music of 
the Loved Ones, who, in a few short days in the 
studio, kicked out a retro collection of raw & 
rockin' tunes informed by the roots music of the

j1 INC

VhisperlVoom
MUSICIAN S ISOLATION ROOMS

Play Anytime You Want!!
Various Sizes ★ Portable ★ On Wheels 

Assemble/Disassemble in Minutes 
Endorsed By:

Deanna Bogart ★ Chris Vadala 
Tel. (615) 585-5827 * Fax (615) 585-5831 
116 S. Sugar Hollow Rd. * Morristown, TN 37813

'50s and '60s. Working with a grit factor of 9 on 
a scale of 10. the youthful quartet (aided here 
and there by co-producer Scot Mathews' per
cussive fills) launches into a non-stop dance 
party of chugging boogies, spunky rumba-fla
vored r&b numbers, and hook-laden rockers 
Highlights include the racing, slide-guitar-lu
bricated "Jaguar Blues," the sizzling, harmon
ica-led instrumental “Hightone Hop," the spit
fire blues take on “Lickin’ Stick," and the 
melodically rich and rhythmically clanging 
“Devil's Moon." —Dan Ouellette

Good Fellas
GOOD FELLAS—Evidence 22050-2: Hap City;
Witches; Head And Out; Candy; Almost Always;

JAZZ & SALSA 
IN HAVANA __________________ Il___

— February 1994 —
FeaturingCuba ’¡Best:

IRAKERE with Chucho
Valdes and LOS VAN VAN

plus many special guests

MUSIC FESTIVAL
FEB. 20-27

INTENSIVE WORKSHOP
FEB. 13-27 

AT ESCUELA NACIONAL 
DE ARTE DE CUBA

Open to inf./adv. and professional musicians in 

percussion, drumset, piano/keyboards, bass, 
guitar, tres, violin, trumpet, trombone, sax, flute 
and vocals. Includes "instrumental sectionals," 
ensemble work, arranging classes and "master 
seminars" on the history of the music.

CARIBBEAN MUSIC AND DANCE PROGRAMS
37 Dearborn St., SF.CA 941 10 USA • Pax: (415) 861 - 

8812 • Tel: (SIO) 84S-778I & (510) 704-0474

IN EUROPE: SKUBA PROMOTIONS. LTD.. 47 Frith
St. London WIV6HT • Tel: 439-0747 • Fax:437-5081
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SHE SOUNDS LIKE

Secret Love; Bossami; Cherokee; Theme From 

"Taxi Driver." (56:06)
Personnel: Philip Harper (2-5,8,9), Nathan 
Breedlove (1,6,7), trumpet; Vincent Herring 
(1-6,8), Mark Ivan Gross (7), alto saxophone; 
Stephen Scott, piano; Essiet Essiet, bass; Yoichi 
Kobayashi, drums; Jamal Haynes, trombone 
(7,8); Bob Kenmotsu, tenor saxophone (7-9).

★ ★ ★ ★

Good Fellas isn’t a band so much as a concept. 
Drummer/producer Yoichi Kobayashi assem
bled a leaderless collective of young tradi
tionalists for this 1991 blowing session with 
atmospheric urban blues (check out Sadik 
Hakim’s “Witches"), Latin themes, and stan
dards. Vincent Herring is particularly impres
sive, contributing fervent, inventive alto solos 
and composing "Almost Always," a yearning 
after-hours tune well-suited to the film noir 
theme. Blakey alumnus Philip Harper is com
fortable in this environment, playing aggres
sively and with a penetrating tone on “Candy” 
and "Taxi Driver." Stephen Scott’s piano ac
companiment throughout is subtle, under
stated, and highly effective. “Cherokee” may 
be the most revealing track, as everyone solos, 
with Harper and Herring the standout high
speed performers. —Jon Andrews

DAWN

N DRA 
I LSON

THE FINEST IN JAZZ IS ON BLUE NOTE COMPACT DISCS AND CASSETTE 
FOR A FREE CATALOG WRITE TO: TRUE BLUE MUSIC. 35 MELROSE PLACE. STAMFORD. CT 06902 *

CASSAN DRA Wl LSON
MAKES HER BLUE NOTE DEBUT ON 
BLUE LIGHT 'TIL DAWN, A STU N N I N G 
COLLECTION OF NEW SONGS, DELTA 
BLUES AND POP CLASSICS. WITHOUT A 
DOUBT ONE OF THE MOST IMPRESSIVE
VOCAL RELEASES
O F TH E '9O'S.

Larry Gray
SOLO + QUARTET—Premonition 66917-7736- 
2: Blame It On My Youth; Baby Cynthia's Waltz; 
Change Partners; Who Is The Drummer?; In- 

trospection/Sorrow; Bird Leaves; Song For 

Bobby Hutcherson. (60:34)
Personnel: Gray, bass; Edward Petersen, tenor, 
soprano saxophones; Joel Spencer, drums; Mike 
Kocour, piano.

★ ★ ★ ’/2

So far, bassist Larry Gray’s following has 
been confined to Chicago, where he's worked 
with the likes of Bobby Hutcherson, Joe Wil
liams, and the Chicago Symphony Orchestra. 
Solo + Quartet bids for broader recognition 
with sophisticated acoustic jazz, straight
ahead, but without anachronism. Gray's fine 
quartet features Ed Petersen on saxophone, 
whose controlled, lyrical solos on "Blame It On 
My Youth" and "Bird Leaves” (Gray's clever 
reworking of "Autumn Leaves") build in intensity 
and abstraction. Gray has a strong melodic 
sense and technique, somewhat reminiscent of 
Dave Holland. Focus on his playing during 
“Baby Cynthia’s Waltz" or "Song For Bobby 
Hutcherson." and he's always up to something 
interesting and musical. —JA.

Sphere Marketing & Distribution, Inc. presents NEW RELEASES from
BLACK SAINT SOUL NOTE ® and I.A.I

Muhal Richard Abrams
FAMILYTALK
Black Saint 120132-2

Charles Gayle 
CONSECRATION 
Black Saint 120138-2

David Murray Quartet 
BODY AND SOUL 
Black Saint 120155-2

Steve Lacy Octet 
VESPERS
Soul Note 121260-2

Sun Ra
ST. LOUIS BLUES
I Al 123858-2

Giuffre / Konitz / Connors / Bley
IAI FESTIVAL
IA1123859-2

For a FREE catalog PLEASE apply to SPHERE MARKETING & DISTRIBUTION, INC. 
Cargo Bldg. 80, Room 2A, JFK Int'l 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.
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BLINDFOLD TEST DOWNBEAT December 1993

■ Abbey Lincoln
“Devil’s Got Your Tongue” (from Devil's Got Your 

Tongue, Verve, 1992) Rodney Kendrick, piano;

Marcus McLaurine, bass; Yoron Israel, drums.

It’s got to be Abbey. I know Abbey’s voice 
from the first note. This must be her latest 
album. I can tell by the lyrics that she 
composed this song. She has a unique 
quality in her voice that’s so unlike other 
singers, a certain kind of timbre that’s 
indescribable. You can hear that she comes 
from Billie, but she’s got a coloring that’s all 
her own. This is a beautiful arrangement, a 
very supple acoustic context with the piano. 
I give it 21 stars. I love Abbey’s music, the 
music she writes nerself, because I think 
she’s one of the best lyricists out there.

Shirley Horn
‘‘Makin’ Whoopie” (from Light Out Of Darkness, 

Verve, 1993) Charles Ables, guitar; Tyler Mitchell, 

bass; Steve Williams, drums; Gary Bartz, alto 

saxophone.

CASSANDRA WILSON
by Larry Birnbaum

Cassandra Wilson has established 
herself as the preeminent female 

jazz singer of her generation. Her smoky 
contralto moans, sighs, purrs, and soars 
through a repertoire that ranges from 
the blues to Broadway and beyond. 
Born in Jackson, Mississippi, she pur
sued her career in New Orleans and 
then New York, where she hooked up 
with the spacey trio Air and the funky 
M-Base Collective. In 1986, she re
corded the first of her nine solo albums, 
scoring a commercial breakthrough 
three years later with Blues Skies, a set 
of standards.

Refusing to be pigeonholed, she 
forged ahead with Latin, reggae, hip
hop, and gospel explorations, culminat
ing in her latest album, Blue Light ’Til

Dawn (Blue Note), an a mospheric 
strings-and-percussion session where 
she radically reinterprets material by 
Joni Mitchell, Van Morrison and Robert 
Johnson, among others (see p. 47). This 
is her first Blindfold Test.

Shirley Horn. She can play some piano, too. I 
give her a 5. I love her style, because it’s so 
off-the-cuff. It’s spare and economical but 
very beautiful, with precise phrasing.

Nnenna
Freelon
“Skylark” (from Nnenna Freelon, Columbia, 

1992) with orchestra.

Is this Sarah [Vaughan]? Then it’s somebody 
who sounds like her. Don’t tell me somebody 
has copped. Somebody has stolen. It should 
be against the law. Is this Nnenna Freelon? I 
guess when you’re young, it’s okay to sound 
exactly like somebody, because you're in the 
process of learning. But at some point, you 
have to build a unique style, which is what 
jazz is about. Otherwise, it’s just imitation. 
That’s how I feel about it. She has a gorgeous 
voice, and the arrangements are very lush, 
very nice, but it’s directly out of Sarah. I hate 
to compare things, but the arrangement and 
everything is nice, so I’ll give it 2'A stars.

Carmen
McRae
"Get It Straight” (from Carmen Sings Monk, BMG/ 

Novus, 1990) Al Foster, drums; George Mraz, 

bass; Charlie Rouse, tenor saxophone; Larry 

Willis, piano.

Carmen McRae. Thelonious Monk. I always 
wanted to do Monk. I always felt that he was 
such an underserved composer, because 
there’s so much of his work and so many 
ways to deal with it. I never met Carmen, but 
I’ve seen her perform, and I’ve always been 
really taken by her and her extraordinary 

sense of rhythm and intonation. She has 
incredible intonation, to do what she does. 
Yeah, 101 stars.

— Lisa Sokolov
“Ding Dong” (from Angel Rodeo, Laughing 

Horse, 1993) David Gonzalez, guitar; Mike 

Richmond, bass; Jim McNeely, piano.

Somebody European? South American? 
American? Who is it?

LB: Her name is Lisa Sokolov.
This is painful. I think conceptually it’s 

interesting, but I don’t think the technique is 
there to really implement it. It’s interesting 
that she could choose a song like this from 
The Wizard Of Oz. It goes along with her 
vocal philosophy. IV2 stars.

Zusaan Kali
Fa stea u
“Invocation” (from Prophecy, Flying Note, 1993) 

Ron McBee, berlmbau.

I like this already. Sounds like Indian music. 
I have no idea who it is, but I like it. This is 
nice. I give this 5 stars. It’s spare, and I like 
sparcity these days. She’s got that microto- 
nal thing happening. This is beautiful.

Lena Horne
“How Long Has This Been Going On” (from 

Stormy Weather, BMG/Bluebird, 1990).

It sounds like someone who listened to Billie 
[Holiday], someone who’s got great articula
tion and a great voice, with a Southern 
accent. Who is it?

LB: Lena Horne, from 1945.

I was going to say Lena. 1 haven’t heard 
really early Lena like this, but the accent 
kind of tipped me off. It sounds like some
body who’s got something else happening, 
theater or something, which would explain 
the articulation. Lena’s got that great articu
lation. I give her 5 stars-plus.

4^3^ Betty Carter
“I Should Care” (from It’s Not About The Melody, 

Verve, 1992) Cyrus Chestnut, piano; Ariel J. 

Roland, bass; Clarence Penn, drums.

Betty. I love the way Betty curves. People 
complain about her pitch thing, but I love the 
way she winds and curves and bends the 
whole harmonic structure of a song, be
cause that’s just what she does. Some people 
complain about it, but it turns me on. I don’t 
know why.

LB: Do you know the title o) this album?
It’s Not The Melody, and she’s exactly 

right. She’s one of the true singing impro
visers, and those are rare. There are not 
many vocalists who can approach harmony 
and melody the way that she does, and 
improvise. I give it 5 stars. I h we this album 
because I think it’s so bizarre—the phrasing 
and the things she does. For me, as a singer, 
it's very helpful to listen to an album like this, 
because Betty has vision. She’s always doing 
something that’s a little bit like 1 do, I guess, 
which is to go into uncharted grounds. Now 
she’s hit the heights, but I remember listen
ing to her when I was in my early 20s. She 
played down in New Orleans and drew a 
crowd of five or six people, and I thought that 
was just insane. But she’s always been ahead 
of her time. DB
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