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CANADIAN NOTES

MONTREAL
A TALE OF TWO SCENES

To use an old cliché, Cana-
dian jazz has unquestionably
come of age. From the past
decade, it has evolved beyond
its longstanding status as a se-
ries of isolated communities to
that of a national scene. Thanks

go in equal parts to the festivals
which have literally mush-
roomed across the land, offering
touring opportunities for
jazzmen in all parts of the coun-
try. Of equal, if not greater
importance is the abundance of
recorded material available.
Whereas, in the past, the prime
source of information of what
was happening elsewhere in the
land were word of mouth reports
or magazine reviews such as in
this one, now we are fortunate
enough to have more Canadian
labels than ever, the prime
source of musical documenta-
tion.

Historically, Montreal had
been the birthplace of the Cana-
dian recording industry, and one
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can refer to John Gilmore’s
Swinging In Paradise (Véhic-
ule Press) for further details on
that topic. Now in the nineties,
the city’s recording business is
livelier and better than ever,
especially so in jazz. Opening

the door was the Justin Time

label in the mid-eighties whose
mainly jazz mainstream cata-
logue has grown steadily over
its seven year existence. Yet, it
has developed a pool of musi-
cians from the anglophone
community, one whose style is
much more in line with the
American tradition.

Because of its cultural dual-
ity, Montreal is indeed a tale of
two jazz scenes and the follow-
ing will be a survey of new and
upcoming releases by musicians
stemming, for the most part,
from the francophone scene.
Last February marked the
launch of a new label, Ampli-
tude Records. Though it had
been already operating for over

a year, releasing classical and
licensed jazz recordings from
Igloo records in Belgium, it has
now set its sights on local talent
exclusively. In its second debut,
Amplitude has issued a disc
featuring the Ensemble Pierre
Cartier, a sextet led by an elec-
tric bassist of notable subtlety
on an otherwise ill-appreciated
instrument by the jazz cogno-
scenti. In Chanson du Fil (CD
4010 58:42), this pianoless
group comprises a complement
of two trombones and two saxo-
phones as a front-line with a deft
rhythmic support by the leader
and a constantly inventive
drummer, Pierre Tanguay.
Stylistically, the extended com-
positions owe much less to
American jazz nomms, but lean
more towards a mix of a non-
Western and medieval music,
hence a very lyrical quality to
the overall sound. Yet, there is
plenty of room for improvisa-
tion, individual or collective,
and of the players, altoist Jean
Derome is best at giving a raw
edge in his solos tinged by many
idiomatic ‘Ormettisms.” And for
the fall, the same group, minus
the bones, will issue another
recording, to be called Fleurs
du tapis. And judging by a re-
cent concert of the smaller unit,
it promises to be somewhat more
expansive than their first offer-
ing on the label.

Other titles worth looking for
too are In the Myth by the trio of
Yannick Rieu, whose drummer,
Michel Ratté, is also bringing
out his own project, Musique-
idée, with his unit, the Trio
d’improvisation de Montréal.
The former group is an offspring
of the once heralded quartet of
pianist Jean Beaudet, busy in
other projects both locally and
nationally, such as working off
and on in the group of Toronto
saxophonist Jane Bunnett. Yet,
Rieu hasn’t forgotten the piano
completely, in that Paul Bley

dropped by to add just enough of
his fleeting notes to tinge the
session with his pensive mus-
ings. Ratté, for his part, offers a
series of playing strategies in
various combinations, one drum
solo, one in duet with his
keyboardist Guillaume
Dostaler, three with altoist
Yves Charuest (whose splendid
sound is a highlight) and an al-
ternate of one of the previous
cuts with an added string trio.

Another Amplitude title that
will surely attract attention is a
live set featuring local guitar
legend, Nelson Symonds, who,
at age 56, will be heard on rec-
ord for the first time! Sharing
the spotlight with him are pian-
ist Beaudet and a rhythmic team
in fine fettle that evening (I was
there) of bassist Normand
Guilbeault and drummer Ber-
nard Primeau, himself the
leader of a mainstream hard-bop
sextet. To round off things, an
added percussionist joined the
band on half of the tunes played
at the concert.

Also a guitarist, although of
a totally different ilk, René
Lussier has spearheaded a circle
of Québécois musicians operat-
ing a collective label, Ambi-
ances Magnétiques. For years,
this has been the weather vane
for the whole Musique actuelle
phenomenon, further magnified
by the Victoriaville festival, and
Lussier’s sound collages are
indeed indicative of this group’s
orientations. His latest project,
Le trésor de la langue (AM 015
CD 65:45), can best be described
as a ‘creative linguistic ethnog-
raphy.” In it he splices together
snippets of personally recorded
conversations and excerpts of
archival material, overlapping
musical lines in unison over
them and setting them in a larger
context of rhythm and harmony.
The underlying concept is that
of an orchestral work concem-
ing the survival of the French

RENE LUSSIER (Photograph by Léopold Brunet)



MONTREAL BY MARC CHENARD

language in Quebec. The first
half hour of this suite was in fact
presented as part of an interna-
tional radio competition
amongst Francophone coun-
tries, its creator having won the
rather  prestigious ‘‘Paul
Gilson’’ prize for his submis-
sion. Because of its parochial
nature, its meanings, political
and social, are best understood
here, as is the language. How-
ever, a bilingual presentation
will allow other listeners to fol-
low the jist of the story, for this
is essentially a narrative replete
with cultural signifiers, though
devoid of dogmatic ideologies
by its conceptor.

Though the Francophone
community may be more alter-
natively-minded, this does not
mean that it is their sole prov-
ince. Bassist Lisle Ellis, for one,
has been stalking his own turf in
town after moving out from his
native British Columbia some
10 years ago. Heavily indebted
to the free jazz tradition of the
1960’s, he has pursued his own
road in various projects, the
most recent one being a quartet
in residence at Bar G-Sharp in
town where he teams up with
long time friend, percussionist
and visual artist, John Heward
and two younger musicians,
drummer Peter Valsamis and
guitarist Eric St-Laurent, all
but 20, yet showing promise. In
terms of recordings, Ellis is long
overdue and his turm has now
come up with the Spring release
of Both Sides of the Mirror, a
CD on Ninewinds with a long
standing sparring partner of his,
pianist Paul Plimley (See pro-
file in issue 231).

Another exception too is
guitarist Tim Brady, a sound-
scaper of unmistakable charac-
ter. Though versed in jazz, his
interests are definitely more
focused on sound, mainly cre-
ated through various electronic
accessories. A composer as

well, he has written chamber-
like works, one of them recorded
and featuring Kenny Wheeler,
and scores for modem dance
choreographies, such as Inven-
tions, which he presented last
fall with guests Barre Phillips
and John Surman. His new
recording, Double Inventions
(Justin Time CD JTR 8415-2
67:05) is, according to his
words, ‘‘a real dose for guitar
freaks.”” Out of the 14 vari-
ations, all based on the same
harmonic scheme, as he points
out, most are played by him,
either in overdub or solo with
electronic manipulation; five of
them feature cohort John Aber-
crombie, but because of all of
the sonic wrap-around, it is not

always easy to know when the
latter is playing. In fact, it mat-
ters little who plays what and
when, it’s more of a total picture
of improvisation and composi-
tion that won’t really be the cup
of tea of jazzfans who are in
search of individuality in solo-
ing.

Essentially, the contempo-
rary jazz and new music scenes
are as vibrant as they are plural-
istic and, for risk of overstating
the case, a most unique situation
prevails here in Montreal. In a
sense, it can be likened to that of
a melting pot of sounds, yield-
ing unlikely mixes of American,
European and non-western in-
fluences.

- Marc Chénard

ABOUT CANADA

Music publishing copyrights
are only marginally beneficial
for most jazz composers. The
major portion of the collected
funds is divided into the pockets
of artists in the popular music
fields.

Uniil recently there were two
societies representing compos-
ers in Canada. CAPAC and
PROCAN, besides representing
Canadian composers, were also
the agents for ASCAP and BMI
respectively. These two organi-
zations have now merged to-
gether as SOCAM with a single
membership. The newly elected
board of directors (those who
will determine the policy and
direction of the organization)
does not include a single repre-
sentative from the jazz commu-
nity.

This column is being written
while the summer jazz festival
season is in full swing. Festivals
are being held in Victoria,
Vancouver, Edmonton, Cal-
gary, Saskatoon, Toronto,
Ottawa, Montreal, Quebec

City and Moncton. There may
be others which we didn’t hear
about. What is common to all of
them, though, is the lateness
with which they announce their
lineups. This year they were
marginally better but were still
unable to meet the deadlines of
all but the most frequent of
publications. The overview is
that the organizers did a good
job of lining up talent and audi-
ences should have been able to
enjoy a bonanza of good music
in widely varied styles.

As only a minority of listen-
ers travel elsewhere to hear the
music, therefore, it makes a lot
of sense for the various funding
agencies to provide the finan-
cial support to move the Cana-
dian musicians out of their own
communities and establish a
travelling circuit. In this way
Canadians would be able to
experience the music of other
regions.

It was in the summer of 1983
that Café des Copains launched
its famous Jazz Piano series.

Now, in 1990, two more clubs
have chosen to launch jazz poli-
cies during the summer months.
Hopefully the new venues will
be successful and that the audi-
ence will expand sufficiently
not only to support the newcom-
ers but to ensure the continued
existence of clubs like Café des
Copains and George’s Spa-
ghetti House, the city’s long
running six night a week clubs.

The Bermuda Onion (131
Bloor Street West) began its full
time jazz policy with engage-
ments by the Phil Woods Quin-
tet and the Elvin Jones Jazz
Machine. These two groups
generated a great deal of excite-
ment. It has been at least fifteen
years since Toronto has had a
club presenting major jazz
groups on a weekly basis. The
current edition of the Woods
Quintet performs in the classic
bebop style with Hal Crook’s
trombone the second horn voice
along with the long time rhythm
section of Hal Galper, Steve
Gilmore and Bill Goodwin.

While Woods’ music was
tight and orderly the Elvin Jones
Drum Machine was loose and
highly energized. The music is
built upon the years the leader
spent with John Coltrane and
while all members of the quintet
had ample solo space it was still
somehow the leader who re-
mained the central focus. Wal-
lace Roney (trumpet), Pat La-
Barbera (tenor and soprano
saxophones), John Hicks (pi-
ano) and Donald Pate (bass)
were the secondary voices who
contributed significantly to the
totality of the occasion.

Benny Golson came in next
and shared the stage with pianist
George McFetridge, bassist
Steve Wallace and drummer
Jerry Fuller. Golson’s compo-
sitions, now part of the basic
language of jazz, presented few
difficulties and the first evening
flowed smoothly with Golson
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BY JOHN NORRIS

being particularly authoritative.

The fourth week of music at
the Bermuda Onion showcased
the recently emergent sextet of
vibraphonist/pianist Hagood
Hardy. While Hardy has sus-
tained himself extremely well
writing film and jingle music he
has never abandoned his jazz
roots. This sextet performs
music developed through the
influences of Horace Silver and
Bill Evans and is notable for the
leader’s arrangements and the
ensemble strength of the two
hom front line of saxophonist
Michael Stuart and trombonist
Terry Lukiwski.

While the Bermuda Onion is
a glass and chrome emporium
without a particularly well fo-
cused stage for the music it does
generate a decided Continental
flavour which is emphasized
when the room is full of people.

Top O’ The Senator, on the
other hand, makes you feel you
are in New York. It has the
advantage of having been de-
signed specifically for its policy
rather than having to adapt sur-
roundings already in place. It
has a good stage and the sight-
lines are good for a room which
is long and narrow. Tenor
saxophonist Dewey Redman
was featured with the Jane Bun-
nett Quintet for the opening
week. The highlight of the sec-
ond set on their opening night
was an expressive down home
blues from Redman where all
the guttural nuances of his
unique style were emphasized.
He also managed to negotiate
the quirky lines of a Bunnett
original without calamity but it
was on this number that the
leader’s soprano saxophone was
heard to its best advantage.
Pianist Don Thompson, bassist
Kieran Overs and drummer
Barry Elmes gave the music its
rhythmic lift while trumpeter
Larry Cramer’s tightly muted
solos were always cogent and
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coherent.

Public performances are
always a challenge for big
bands. They tend to be long on
rehearsal and short on paying
jobs. Much of the time the musi-
cians are forced into a situation
where their efforts are mostly of
a voluntary nature. It is hard to
sustain commitment when there
is little possibility of anything
significant developing. At least
Dave McMurdo’s Big Band has
a first rate recording to show-
case its excellent original mate-
rial and distinctive soloists. It
has been performing Monday
nights at the BamBoo on an ir-
regular basis. Audience support
has been sufficient to make
these evenings sustainable.

This spring Club Berlin
began a Thursday night show-
case of big bands with appear-
ances by the Brigham Phillips
Big Band, Jim Ahrens and the
Tribal Unit and the Russ Little
Big Band, who featured the
vocals of Joe Coughlin.

Singer Arlene Smith
launched her new recording
June 20 at the Underground
Railroad where she appeared
with a rhythm section. The CD
recording features her in a vari-
ety of settings (big band, sextet
and strings) in arrangements
conceived by Rick Wilkins who
also directed the musicians.
Kenny Barron and Bob Cran-
shaw are guest performers on
the recording. Until Today was
recorded in January 1990 in
Toronto and is distributed na-
tionally in Canada by Fusion
111.

Perry White, Walter
White, Dave Turner, Moe
Koffman, Terry Lukiwski,
Charles Papsoff and All In One
are at George’s Spaghetti House
in August / September.

At Café des Copains you will
be able to enjoy a summer of
duet performances with Art
Hodes / Jim Galloway, Ronnie

Mathews / Dave Young and
Don Friedman with a bassist
still to be announced. Jay
McShann returns to Café des
Copains September 4 for a two
week engagement when Jim
Galloway will appear with the
pianist on both Sunday nights.

Jim Galloway’s Wee Big

Band gave a special pre-festival
concert at The Underground
Railroad on May 10... Vocalists
now have their own rendezvous.
Trudy Desmond is scheduling
the singers who will be appear-
ing Friday and Saturday nights
at the Church Street Café.
Jon Ballantyne returned to
Montreal for a duet perform-
ance with Joe Henderson fol-
lowing their performances at
festivals in Western Canada...
New Music America 1990 is
being staged in Montreal be-

tween November 1 and 11 with a
broad-ranging mix of contem-
porary viewpoints and styles of
music.

Guitarist Peter Leitch re-
turned to Canada in July for
festival performances in Ottawa
and St. Irenée (Quebec) with
John Hicks and Ray Drum-

mond. Between September 15-
24 John Hicks, Walter Booker
and Marvin ‘‘Smitty’> Smith
join the guitarist for a tour of
midwest U.S. venues in support
of his first Concord recording
(Mean What You Say).

Alex Dean, Big Miller,
Bobby Watson’s Horizon,
Laurel Masse, Denny Zeitlin,
Eddie Harris and the Lent
Brothers Band were showcased
at Edmonton’s Yardbird Suite
in the weeks prior to this sum-
mer’s festival activities.

PERRY WHITE & DAVE YOUNG (Photograph by Bill Smith)



REVIEWS BY PAUL BAKER

Vocalist Trudy Desmond and
guitarist Pat Coleman were at
Vancouver’s Cafe Django May
31-June 3. A month of duets
continued with Ross Taggart /
George Ursan, Oliver Gannon
| Ross Taggart, Hugh Fraser /
Phil Dwyer and Hugh Fraser /
Blaine  Wikjord... Jazz
accordionist Frank Marocco
appeared at the Alma Street Cafe
June 13 with Fraser MacPher-
son, Oliver Gannon and Torben
Ohbol...

The Coastal Jazz and Blues
Society organized pre-festival
concerts with Thurman Barker
| Joseph Jarman Duo May 12
and Bobby Watson’s group the
next day. On May 19 the society
presented the Salif Keita 13
piece band from Mali.

New recordings of Canadian
artists continue to appear in ever
growing numbers. Vancouver’s
Fifth Avenue (who won the
Alcan competition in 1989)
recorded Urban Sprawl for the
CBC'’s Jazz Image label and it is
now available... Stony Plain
records has issued a CD of Big
Miller recorded live at Ath-
abasca University... Victo Rec-
ords has released two CDs from
their Victoriaville festival.
Camouflage is a solo bass CD
by Barre Phillips. Dix Improvi-
sations is a sampler of festival
performances from the 1989
festival with Ladonna Smith /
Davey Williams, Hans
Reichel, Paul Plimley / Lisle
Ellis, New Winds, Rothenberg
| Parran, Rothenberg (solo)
and Schweizer | Nicols / Coo-
per ... Sackville has reissued on
CD Pete Magadini’s Bones
Blues with Wray Downes, Dave
Young and guest saxophonist
Don Menza. An alternate ver-
sion of Freddie Freeloader has
been added to the original mate-
rial. Sackville has also issued a
1983 concert performance of
Doc Cheatham and Jim Gal-
loway at the Bem Jazz Festival

with Roy Williams (trombone),
and a rhythm section of Iam
Bargh (piano), Neil Swainson
(bass) and Terry Clarke
(drums)... The latest Unity re-
lease is a CD by Fourth Inver-
sion which features the piano

and compositions of Bob Fen-
ton with trumpeter John
McLeod, saxophonist Mike
Murley, bassist Dick Felix and
drummer Mike McClelland the
other musicians.

- John Norris

CANADIAN MUSIC

Ranee Lee: Deep Song. Justin Time Just 33-2 (CD).
Renée Rosnes: Renée Rosnes. Blue Note
CDP 7 93561 2 (CD).
The Dave McMurdo Jazz Orchestra. Innovation Records
JCCD-0019 (CD).
Ensemble Pierre Cartier. Chanson du Fil. Amplitude
JACD-4010 (CD).
Hugh Fraser Quintet. Pas de Problémes.
Jazzimage 2-0119 (CD).

George McFetridge. Solo Piano. Unity 108 WRC1-6154.
Jeff Johnston Quartet. Trimity. Unity RDR-12-28.
Robin Shier Quintet. Depth of Field. Unity WRC1-6242.
Peter Leitch Quintet/Sextet. Portraits and Dedications.
Criss Cross 1039.

Orhan Demir Trio. Windmill. Hittite WRC1-6250.

Composer and bassist Pi-
erre Cartier’s Chanson du Fil
offers a novel textural sound.
Two saxophones, two trom-
bones, bass and drums fully ar-
ticulate his music without the
support of any chordal instru-
ment. The resulting music
sounds spacious and clear.
Sometimes introspective, some-
times free-wheeling, Cartier’s
music offers depth and sub-
stance and beckons the listener
into its moody atmospheres.

Cartier and alto saxophonist
Jean Derome reunite here after
many years of collaboration in
the bands Nebu and la G.U.M. in
the late 1970s and early 1980s.

The saxophones of Derome
and Jean-Denis Levasseur and
the trombones of André Ver-
reault and Robert Ellis blend
gorgeously, particularly during

the angular lines of Le Range De
I'Irlande, the lilting jazz waltz
Lettre au Bon Dieu, the minor
tonality of Maieurique, and the
countermelodies of the pretty
Chanson du Fil.

The rock rhythms and stut-
tering horns of Nu-Mains sug-
gest industrial machinery, and
the ensemble builds intensity by
repeating a dramatic 16-bar fig-
ure. Jagara evolves from odd-
meter and West African-sound-
ing vocal and percussion tex-
tures, into a melancholy circus-
like theme.

Cartier chose to record this
project in an acoustically live
concert hall. Hurrah! More jazz
should be recorded this way, as
halls allow the instruments to
breathe and the notes to sing
more naturally than do most
studios.

By adding just a few more
instruments and striking forth in
a slightly different direction,
Cartier’s ensemble would be
transformed into a big band.
Dave McMurdo’s music isn’t
only good big band music,
though--it’s simply good music.

In a generous 74-minute CD,
the razor-sharp Dave McMurdo
Jazz Orchestra boasts the same
high musical caliber as Rob
McConnell’s Boss Brass, in-
cluding intelligent use of dy-
namics, a gorgeous blend of
brass and winds, effective into-
nation, and clean phrasing. The
soloists shine, nestled in hushed
ensemble lines.

McMurdo’s contributions to
the band book include You Can’t
Go Home Again, a feature for
Mike Malone’s flugelhom, and
a bittersweet samba setting of
How My Heart Sings.

Don Thompson, well known
as a bassist for Jim Hall and
George Shearing, plays piano on
this set and contributed three
arrangements, including his
Thad Jones-ish A Face Like
Yours that calls for many com-
plementary textures including a
flute choir, a wind ensemble
without rhythm section, and
Spanish guitar.

Phil Nimmons’s arrange-
ment of Emily features
McMurdo’s lush, almost reedy
trombone sound.

Dave McMurdo has a lot in
common with trombonist Hugh
Fraser. Both write engaging ar-
rangements and attend to musi-
cal fine points that transform
good bands into excellent ones.

No Problem is indeed the
impression one takes away from
the seemingly effortless per-
formance of this musical jug-
gernaut. The soloists speak with
distinction and the ensemble
sparkles.

Fraser’s moods vary widely,
from the cheerful samba Pas de
Problémes to the gospelly funk
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Him for Her. His teammates
interpret the music with verve.
Saxophonists Phil Dwyer and
Campbell Ryga engage in mu-
sical dialog during On It and
steal the show during Postiude.
The relentless drive of Chris
Nelson (bass) and Blaine
Wikjord (drums) can seem to
verge on losing control while
keeping Mode to McCoy
smoothly boiling.

Fraser’s quintet offers al-
most squeaky-clean playing, at
the individual and ensemble
level. The high calibre of musi-
cianship and potential for fresh
compositional approaches leads
to some interesting develop-
ments. I guess my main only
quibble is the idea of relying on
two 12-bar blues tunes as filler.

Not surprisingly, the group
has racked up some impressive
credentials, taking a residency
at Alberta’s Banff Centre in
1983 and winning a Juno award
for Best Canadian Jazz Album,
1988, for Looking Up
(Jazzimage JZ-115).

Like Fraser, Renée Rosnes
is an impressive young pianist.
Before moving to New York,
she was called by Mark Miller
among the brightest of Vancou-
ver’s new faces.”’

Rosnes’s imaginative music
is a natural extension of the
Benny Golson/Art Blakey tradi-
tion. Although her piano con-
cepts are her own, one notices
the influence of Herbie Han-
cock, especially during Play-
ground. Part of the familiar
sound on the Renee Rosnes CD
is no doubt due to the carefully-
cultivated Rudy Van Gelder-
Blue Note sound.

Rosnes’s tight ensemble in-
cludes Ron Carter, Wayne
Shorter, Branford Marsalis,
and Ralph Bowen (whose tenor
playing forms a foundation of
this project. But Rosnes holds
her own. Her Fleur de Lis, an
impressionistic duet with Her-
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NEWS FROM VICTORIAVILLE

INTERNATIONAL

FESTIVAL
MUSIQUE
ACTUELLE

VICTORIAVILLE
4+ to 8+ October 90

The 8t edition of FIMAV will present 4 World
Premiere, 2 North American Premiere, 8
Canadian Premiere and 10 Victoriaville Premiére!
Will be featured:

HENRY THREADGILL ‘'Very, Very
Circus’’, TREVOR WATTS ‘‘Moiré
Music”’, ROBERT FRIPP ‘‘The League of
Crafty Guitarists’’, SLAN with John Zorn,
Elliott Sharp, Ted Epstein, ARDITTI
STRING QUARTET, HENRY KAISER / JIN
HI KIM, DRAME MUSICAL INSTANTANE,
PAUL BLEY / YANNICK RIEU, STEPHAN
MICUS, CURLEW, MARILYN CRISPELL
QUINTET, LOUISE BESSETTE / LISE
DAOUST, FODAY MUSA SUSO
““Mandingo’’, GEORGE LEWIS / DON
RITTER, SLAWTERHAUS with Peter
Hollinger, Jon Rose, Johannes Bauer,
Dietmar Diesner, BRADYWORKS, BRUIT
TTV, LEROY JENKINS / OLIVER LAKE,
SHELLY HIRSCH / DAVID WEINSTEIN
BLURT, TOM WALSH ‘“‘Noma’’
GENEVIEVE LETARTE / MICHEL F. COTE
THE RECEDENTS with Lol Coxhill, Roger
Turner, Mike Cooper, HENRY KAISER
AND FRIENDS.

For all inquires about concerts, tickets, lodging,
transportation... ask for our free brochure at:
PRODUCTIONS PLATEFORME Inc., C.P. 460,
Victoriaville, QC, Canada, G6P 6T3. Télé-
phone: 819-752-7912.
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bie Hancock, successfully uses
a follow-your-instincts ap-
proach in a free form environ-
ment while remaining true to
semi-classical sentiments.

Wayne Shorter’s tune Diana,
set as a duet with Shorter on
soprano and Renee at the syn-
thesizer, raises little musical
exclamations and questions in
rising and falling waves.

Such liquid motion also char-
acterizes George McFetridge’s
Solo Piano, which dispenses
with the reassuring company of
musical teammates and places
the piano out alone on the con-
cert stage.

In this carefully balanced
program, McFetridge draws
from an emotional and stylistic
heritage incorporating elements
of Claude Debussy, Mose Alli-
son and Igor Stravinsky. Typi-
cal of McFetridge’s spirit are
Story Book, a beautiful, impres-
sionistic ballad. He presents
most of his music as subtle sug-
gestion.

For contrast, he includes the
rather jumpy Igor’s Blues, re-
calling Stravinsky’s sound clus-
ters, and the energetic swinger
New Day. Dedicated to Elvin
Jones, That’s the Way It Is seems
to owe its spirit to Mose Alli-
son’s bluesy gospelly easy
swing. As McFetridge’s left
hand vamps, his right hand plays
increasingly complex improvi-
sations.

Your attention will certainly
be captured by January, Part 1,
a tense and uncharacteristically
dark piece in which McFetridge
pops strings inside the piano and
plays skittish Cecil Taylor-ish
patterns. As a few glimmerings
of major key tonality appear, the
composition evolves into lyri-
cism.

The dark and subtle elements
of Robin Shier’s Depth of Field
recall the music of Wayne
Shorter, Miles Davis and Herbie
Hancock (circa 1968-70). Par-



ticularly during the tunes Se-
rene Seurat, Stream of Subcon-
sciousness and Depth of Field,
Shier’s interest seems to center
on the time when jazz was enter-
ing fusion, incorporating an
electric edge and the straight-
edged eighth-note feel of sam-
bas, bossa novas, and rock.

Special moments occur dur-
ing Ripples, where Shier’s vi-
brant flugelhorn solo electrifies
the band, and during Night and
Day, as tenor player Pat Caird
comments on Sheir’s flugelhom
melody. Bassist Richard
Kilburn makes an effectively
bluesy solo statement during his
introduction to Serene Seurat.

Just as Shier’s compositions
reflect his impressions of other
composers, Peter Leitch’s Por-
traits and Dedications offers
impressions of people he has
met along his musical path. In
upbeat moments the band plays
the Latin/swing Modes for
Wood, the swinging Pepper and
The Blues for ‘Nita, an uptempo
12- bar blues.

Ballads include Visage de
Cathryn, a waltz offering a sen-
sual guitar and Bobby Watson’s
saxophone, an effective lyrical
duet between Leitch and Wat-
son during Warm Valley, the
pretty flute-alto-guitar voicings
of Portrait of Sylvia, and the
solo guitar feature on The Win-
ter of My Discontent.

I can’t think of any drummer
I’d rather hear and watch than
Leitch’s hired gun, Marvin
Smitty Smith. Smitty is tasteful
and relaxed, yet he thinks and
reacts extremely quickly, gen-
erating a relentlessly taut feel-
ing--not tense, but almost pain-
fully taut.

Pianist Jeff Johmsom aug-
ments a fairly conservative pi-
ano trio with the hip tonalities of
guitarist Martin Rickert for
Trinity. The concept works
well. Rickert’s allusions to gui-
tarists John Scofield, John Aber-

DAVE McMURDO

crombie and Pat Metheny com-
plement Johnston’s references
to Keith Jarrett.

Johnston evokes different
personas to communicate dif-
ferent messages: he cooks at full
speed on Syzygy and casually
rambles, free style, over skittish
bass and drums during Hubtown.

from the tradition set in the
1940s, belongs to Ranee Lee,
whose music suggests a classy
night club act. Her rich alto/
contralto voice, flawless pitch,
liquid interpretation of melodic
line and silky singing texture
recall Nancy Wilson. Her use of
terminal vibrato suggests clas-

Rickert whispers a lazy solo
over a drone vamp for the title
tune, Trinity, while his Hubtown
solo recalls Omette Coleman’s
style of improvising: building
from the melody rather than
over chord changes.

Bassist Jim Vivian makes
genuine musical statements. His
relaxed Trinity solo, for ex-
ample, is spare and melodic, and
actually ebbs and flows. But he
can also burn when required to,
and plays a blistering bass on
Syzygy.

Jeff Johnston leads a preci-
sion ensemble playing melodic
music. But Johnston’s music
generally seems to hold back--
it’s awfully polite.

One strong voice, drawing

sical training, yet she allows
some huskiness and a full
throated shout when necessary.

This collection of songs,
called Deep Song, shows that,

although Ranee Lee seems
comfortable in a variety of set-
tings, she seems most comfort-
able in a relaxed swing groove,
and although all her material is
familiar, it sounds fresh.

She has programmed this set
to reach increasing intimacy and
subtlety toward the middle, pre-
senting Easy Living as a vocal/
piano duet and Strange Fruit as
a Spanish guitar/vocal duet.

Any singer who tackles Bil-
lie Holiday’s repertory (Some-
body’s on My Mind, God Bless
the Child, Don’t Explain, Them

There Eyes), invites comparison
to Ms. Holiday. Like Billie, she
gives generous amounts of time
to her accompanists (who in-
clude bassist Milt Hinton) and
has carefully crafted her ar-
rangements.

But Ms. Lee knows that any
attempt to copy Billie is self-
defeating. Instead, she strikes
out on her own, inspired by Bil-
lie, yet with individuality.

Pianist and musical director
Oliver Jones plays florid and
frisky, and is a good match for
Ms. Lee. As Mark Miler said it,
‘“At heart, Jones remains a ’40s
pianist.”’

If Ranee Lee’s heart lies in
swing, Orhan Demir’s lies in
fusion. Demir’s music is excit-
ing, nervous and flashy. Re-
peated listenings to Windmill,
though, leave a sense of emo-
tional shallowness, because this
music too often focuses on
chops for the sake of chops.
Windmill would really benefit
from more breathing room. It’s
simply too many notes for the
listener to digest.

Demir’s brittle guitar tone
and his solos that rely heavily on
simple arpeggios executed at
fast speed define the music.
Liberty Square, for example,
sounds like the John McLaugh-
lin / Billy Cobham / Rick
Laird power trio in all its bom-
bast. Excellent fusion music, I
suppose, but rarely is there a
change of tempo or volume or
development of mood.

In all fairness, Orient Ex-
press does offer some contrast,
a middle-Eastern drone allow-
ing free guitar and bass improvi-
sations, and delicate percussion
colors, and Duplex Planet shows
some capability for introspec-
tion.

But generally, the drums and
bass are locked into playing time
for the guitar to ride on. Shades
of Oscar Peterson...

- Paul Baker
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OLIVER LAKE * PASSIN” THRU

SOME MEMORIES DREAMED

One night as long past as five years,
Elvin Jones made one of those rare appear-
ances at a Toronto club. I had not witnessed
the miracle of his music for sometime, so
this seemed to be an opportune occasion.
Arriving early, as is my custom, gave me the
possibility of not only securing a table in a
perfect location, directly in front of this
drummer, but also the experience of observ-
ing the preparation of the future event. Of
participating in the history of a music that
had influenced and directed my listening as
a young man, those years ago. The evening
tumbled out those wonderful old Coltrane
memories, filling my heart. A lost art. And
there he was, that ‘‘drummer’ (what a
minuscule word when applied to Mister
Jones), who had led our hidden pulse into
rhythms not yet imagined. Never is it pos-
sible to be in past times, memories dreamed,
but the large excited audience, thythm sur-
round, the energy of this event, all gathered
me up in its joy.

INTERMISSION

A young man approaches the table.

““So whadayathink about that then. A
great band eh?”’

““Well I don’t know, I was only listening
to the drummer.”’

““It’s OK for you, you heard the real band
(Trane, Elvin, Jimmy Garrison & McCoy).
But I wasn’t born yet.””
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THE TRUTH IS MARCHING IN

Out into the unsuspecting sixties poured
such a wealth of art, even an awareness of its
existence, and, for jazz music, a
re(s)(v)olution of its formal history in the
form that was to be labelled ‘‘The Avant
Garde.”” John Coltrane, Omette Coleman,
Cecil Taylor, Scott LaFaro, Eric Dolphy, Ed
Blackwell, Rashid Ali, Don Cherry, Charlie
Haden... A new set of standards for the
creative process to enlarge upon. A music
created from jazz history, the melody and
rhythm intact, but with a new social and
political stance. A time of Black Power in
America. For more than a decade it gave us
hope and shouted Never Let It End. This
development, sustained and brought to frui-
tion by the likes of Paul Bley, Albert Ayler,
Archie Shepp, Sonny Murray, Andrew Cy-
rille, Andrew Hill, Richard Davis... seemed
so powerful, how could it pass such a mes-
sage on? What more could there be?

Chicago was to be the city, and the way
prepared by Muhal Richard Abrams and the
formation of the A.A.C.M., Roscoe Mitch-
ell, Anthony Braxton, Lester Bowie, Joseph
Jarman, Don Moye, Malachai Favors, Leo
Smith... a new original language, based in
part on the immediate history, had been
invented. Yet another frontier exposed.

The Association for the Advancement of
Creative Music (AACM) was to become a
model, an inspiration for many organiza-
tions that were to evolve, and some to con-

tinue until this very day. Among them, ini-
tially, was the Black Artist Group of St.
Louis, and with this organization the dis-
covery of saxophonist Oliver Lake.

NEVER LET IT END

A small back street in the downtown area
of Toronto, a performance space, A Space,
dreamlike this second floor loft, an invita-
tion to allow our imaginations the time to
develop. A new music to search for. A
wondrous time. Never let it end. Don Pullen,
Dollar Brand, Julius Hemphill, Roscoe
Mitchell, Muhal Richard Abrams, David
Holland, George Lewis, Anthony Braxton,
Joseph Jarman, Karl Berger, David Mur-
ray... just writing these memory names tugs
at my heart strings. Never Let It End... and
then New Delta Ahkn, with Leo Smith,
Anthony Davis, Pheeroan Ak Laff, Wes
Brown, and, my live introduction to Oliver
Lake.

THE BLACK ARTISTS GROUP
(BAG) - 1968

Oliver Lake: Yeah, there’s definitely
something happening in St. Louis. I don’t
know if it’s because it’s St. Louis or because
it’s a place where it’s not very rushed. It’s
very relaxed, you know. We had good facili-
ties to work in, that is the Black Artists
Group (BAG) did, we had a large space to do
our thing in. We had a two-storey building,
and it involved about fifty artists. Within

Photographs by Barry Thomson & Mark Ladenson



AN ARTICLE FROM A CONVERSATION

that we got a chance to work out all our
musical fantasies. Anything that we wanted
to do was OK.

‘‘Let’s start a big band.”” BOOM: we did.

““Let’s do a concert for 24 hours.”
OKAY: we’d do that.

““Let’s go into the street and play the
sunnise.”” We did that.

So it just kept going. It was a very crea-
tive atmosphere. It was having that many
people under one roof that was so creative.
And all the fields within; poetry, dance, art,
drama... The people that were involved are
all over the planet now, they’ve moved all
around, and we continue to communicate
with each other and some of us continue to
refer to BAG as a development period for us.
That way it exists in spirit, but in terms of a
formal, meeting, organization type thing,
it’s not.

The idea was germinated from the
A.ACM. I had gone to Chicago and seen
the AACM and felt that strength that had
come about from their unity. I went back to
St. Louis and said, ‘‘Hey, let’s get to-
gether.”” I called up all the players, Julius
Hemphill, Charles ‘‘Bobo’’ Shaw, Floyd
Laflore, Joseph Bowie... different players...
I wanted a branch of the AACM, that was the
original concept. But when we came to-
gether, it came out that we wanted to involve
all the disciplines. Drama, poetry, acting,
and dance, the whole show. So that’s where
we became different from the AACM. But
we kept a very close relationship with them
in terms of exchange, and bringing groups
there. It was a really good exchange.

Bill Smith: Oliver Lake comes from a
part of American jazz history that is satu-
rated with the blues, and part of his learning
process has been focused in this area. A
tradition that many so-called avant-garde
players stem from. The likes of Omette
Coleman, Dewey Redman and Julius Hem-
phill help to illustrate this point.

I was with this rhythm and blues band,
with Lester Bowie and Phillip Wilson, we
travelled around the country... so through-
out my musical career I’ve been doing dif-
ferent kinds of things, even now I have
various musical situations which are com-
pletely different from each other, which are
happening right now in various bands that I
play with from time to time.

INTER/VIEWS

November 1989, and the Time Flies
Festival was in full swing in Vancouver.
Oliver had presented a solo workshop in the
afternoon, and a quartet performance that
evening, and we arranged to spend the
remaining night time together. The follow-
ing conversation is culled from that eve-
ning.

One of the subjects that I thought was
very interesting today, was pertaining to
education. Music education. It seems as
though music education is singled-handedly
removing all the wonderfulness from the
music, in those universities where they are
so academic. So I would like to hear your
views on education, how you learnt to play
as a young man, what you think it is now, and
is there something wrong with how they are
teaching the young people in this period?

You know, I guess, I learned a lot from
friends, musicians who were playing, and
doing jam sessions. More than what I
learned at school. I mean, even at school
that’s what I was doing, going to jam ses-
sions. That’s the way we really learned the
music. Between the other musicians. And
today I don’t know if I can say if there is
something that’s wrong, it’s just that I don’t
think that the jazz education system is broad
enough. It’s not including enough of the
things that are happening today. They’re
just kind of stuck, and that’s the problem. I
think they need to bring in some other
musicians, especially some of my contem-
poraries, into the universities. Not so much
to be a permanent fixture, but to come in and
let people hear some different things.

When you first played, how did you actu-
ally learn to play? You must have had a
process.

Well you know, it’s the same way. Prac-
tising and studying and practising and prac-
tising and practising and actually applying
that into your performance. Because for me
I started off, almost at the very beginning
writing my own compositions, and I think
that had a lot to do with it. I was always
trying to write something like something
else I had heard, but still writing my own
piece. And then practising that, and rehears-
ing, and jam sessions. That was just the
whole process for me.

This is a traditional concept, though, this
idea about going to play with friends, sitting
in at your local bar, and holding jam ses-

sions, seems not so much so today as in the
past.

That’s true, that’s true! No, that is gone
and I think it has been replaced with the
schools. I've only been in a few of those
schools, but from what I’ve observed, it’s
not broad enough. It’s as if they have blind-
ers on and they’re just going down this one
track and the kids are not being exposed to
the full spectrum of the music.

Is there some kind of reason why the
professors, whoever they may be, in which
ever schools, would be so limited? What is it
they think jazz is? From what background,
do these professors, that are stifling the
music, those who have these teaching de-
grees, come from?

It seems like most of them are based in a
more traditional style of jazz, and that could
be part of it. They are not being open to all
of the changes that have gone on in the
music. Some of them stopped at 1960 and
that was it. I don’t know if this is going on
in all the schools, but I do know that kind of
mentality makes up a lot of the instructors
there. And it’s not healthy. I know when I
did a workshop at a university, they had
never heard anything like that. The alto
saxophone, their favourite players were, I
mean I’m not putting these cats down, but
their favourite players were David Sand-
borne and Brantford Marsalis, who are ex-
cellent musicians. I’m just saying that they
were excited to hear a different approach to
the instrument, and there are a lot of players
who are approaching the music from a dif-
ferent angle. They just heard some of the
possibilities, and I think that’s the responsi-
bility of the instructors to show that it is the
nature of this music, to continue to move
forward. They are dealing with just one area
and there is a tendency to turn out a bunch of
clones. A lot of the students sound alike.

Is this part of the current conservative
attitude? You know when we refer to music
that’s developed since bebop, we are talking
about more than thirty years ago, even
longer since the time of Charlie Parker. To
stifle all these ideas would seem like a very
odd idea to me, but as we know, the planet
politically and economically has become
very conservative, it has gone very much to
the narrow band, the corporate band, the
bankers band, and it seems to me to be
reflected in the arts.

That’s exactly what is happening, be-
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WRITTEN BY BILL SMITH

cause it seems to be parallel with some of
the attitudes that are going on in America,
and probably Canada too. But yeah, I agree
with that.

Do you think this brings about the popu-
larity of players like Wynton Marsalis?

Well you know it would seem he could
have his popularity, and what I’m talking
about could be happening simultaneously.
It’s unfortunate that some of the young
players have totally excluded players who
have been doing this for the past thirty
years. When you are talking about the exten-
sion of the music, a lot of those younger
players either have an attitude toward this,
or they exclude them from being an impor-
tant part of the music. Like I said today, it’s
all one music, and we are all one people, so
all this is used to keep us apart, or to keep
our ideas apart, or to keep some kind of feud
going on. It’s ridiculous.

This idea about keeping culture sepa-
rated so that it cannot become a massive
force, the kind of interference that is put
toward the artist, is put toward us by who?
Who is trying to separate us, and to what
advantage?

Well I don’t know if it’s a conscious
move, it’s just that it can end up being the
result of that, where you have different
camps. It’s not really healthy for the music
and it’s not really healthy for us as a people,
so it’s most unfortunate that some of the
younger musicians will get caught up in that
bag of tricks.

When you started out so long ago with
the Black Artists Group (BAG) in St. Louis,
did you ever think that you would expand
your music into this international level? Did
you ever think you would become ‘‘Oliver
Lake - STAR?"’

I was always curious what my place in
the music would be if I pursued it for a time,
because at that time in St. Louis I was
teaching school. So, I just felt that, without
consciously thinking about whether I would
be a star, or be intemationally known or
anything, I was just thinking that I had to do
this, because I saw myself teaching, like you
see a vision of yourself, in the same room
for twenty years, going to the same school,
teaching these kids, and your fifteen-year-
old students coming back when they’re
adults and teaching school, too. I said I’ve
got to get out and try the music. And the
result has been, that it’s been rewarding,
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especially with the World Saxophone Quar-
tet, being able to play music only. I mean
that’s very fortunate, I feel very fortunate
from that perspective. I don’t think back
then I was actually thinking that, but I knew
that could be a definite part of what could
happen if I concentrated on it, doing only
that.

And you did. There are not so many
people who can make a living just playing
the saxophone, the world in general has not
been very kind to most artists over the years,
they have not all been able to elevate them-
selves from driving a taxi or whatever. So I
think in your case, without being too syrupy,
that it means you are actually good at what
you do, and that what you put out self-
popularizes you. (Is it because your music is
very funky?

That could be part of it. But you know the
blues have been an important part of what
I’ve been doing for so long, even, starting
out in St. Louis, playing in rhythm and blues
bands, so that’s incorporated into the music
that I do. Even though a lot of times it can
get cerebral, that line of blues is going
through there. Or then it could be the fact
that it’s sincere and the people can feel and
enjoy that.

[Although Oliver has presented himself
in multitudes of musical combinations from
duets with Joseph Bowie, on stage perform-
ance in the musical drama, Coloured Girls,
to a big band dealing with the music of Eric
Dolphy, perhaps the two most well known
groups would be Jump Up and the World
Saxophone Quartet (WSQ).]

There is a certain amount of controversy
among intellectual scribes of jazz as to the
origin of the WSQ, because the first edition
of it seems to have appeared on an Anthony
Braxton recording on the Arista label, with
you Hamiet Bluiett, Julius Hemphill and
Braxton, but without David Murray. So a lot
of people think that is actually where the
germination of the WSQ came from, but I
understand that is not actually so.

No, that just kind of happened, and when
we walked out of that session, none of us
thought about starting a saxophone quartet.
Braxton had called us in, but the thrée of us
never committed anything of any desire to
play in that format until we did a perform-
ance in New Orleans, which was brought
together by Kid Jordan. That was the first

concert we did, with the four of us and a
rhythm section, and it was in response to
what we did, and to that music, that inspired
us to the point of starting that group. And
that kind of inspiration didn’t even get
thought about in the session with Braxton.
So even though that was a formation, it had
nothing to do with a seed for the idea. ‘‘Oh
yeah, there we are, so we should,”” because
honestly, I don’t even think the three of us
were really that much into those composi-
tions, or felt that strong about what we had
recorded. And that’s not to put Braxton
down, but I’'m just saying there was no real
excitement like there was after the concert
in New Orleans. It was like WOW! This is
IT. Then we started the group. So, no, the
beginning was in 1976 at that concert.

Do you think the WSQ is an interesting
and enlarging situation all of the time? I'm
only hearing the recordings.

Well, it’s not always interesting, but
some of the projects that we’ve been doing
lately with Ellington, the fact that they are
focused and theme-oriented has helped the
career of our group quite a bit. There is such
a great popular appeal that the WSQ has,
which all of us really enjoy, and it is a group
that over the years has actually made it
possible for me to eam a living as a saxo-
phone player, because those are the best-
paying gigs that I do. I get a lot of enjoyment
from the group, especially with the kind of
spaces we have between concerts. You
know, time for me to do this, David (Mur-
ray) does a lot of things on his own, and
Hemphill’s doing his own stuff, so it works
out really comfortably.

The theme idea, such as Duke Ellington,
the Blues etc... this helps to focus audi-
ences?

We made all these albums of original
material, and a lot of times when people
hear melodies that they’ve heard before,
they get a chance then to listen to our origi-
nals with a more open mind. They hear how
we approach something that they’ve heard
for many years, then when they come to us
they can start relating to our original com-
positions, in that same way. That has
brought a lot of people to us. When we did
the Ellington album, that brought a lot of
new people to the WSQ, who now maybe
will come to our concerts and see us because
they were first introduced to something they
had heard before. Q
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THE CD REVIEW °* MY FIRST ENCOUNTER

“‘Holy laser beam, Batman! I think he’s done it! I think he’s finally bought a CD player!”’
‘‘Yes, Robin, I believe you're right. It looks as though he’s finally dipped his big toe in the tides of technological change.’’

““There will be time,”” I kept telling myself, ‘‘time yet for a hundred indecisions, and for a hundred visions and revisions before the
taking of the new CD.’’ Well, I was wrong. In truth, *‘I grow old... I grow old, and I do not think the record manufacturers will sing to
me”’ any longer. So now I must wear a chain of discarded LP covers, suffer a plague of ticks and pops, and humbly eat crow. I absolutely
refuse to drown in CDs, however. Nevertheless, my tiny sea of jewel boxes has already begun to flood my record shelves, compounded
by the wave of those I have before me for review. (with apologies to Batman and T.S. Eliot)

Though tenorman Lors Meller is only in
his early 20s, he already projects a talent
and sophistication generally accorded far
more experienced players. This is quite
evident on his first release, Copenhagen
Groove, for Stunt Records (CD 18902: TT
¢44 min.), with no fewer than six of the
eight cuts being Moller originals. The pres-
ence of renowned Danish pianist, Thomas
Clausen, and proven jazzmen, NHOP
(bass) and Jimmy Cobb (drums), on six
sides (I still think of CDs as having
‘‘sides!’’), all studio recordings from
Copenhagen, is a bonus for the listener. The
remaining two numbers, drawn from a live
session at New York’s Jazzcenter, substi-
tute pianist Joel Weiskopf and bassist Ben
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Wolfe, but are equally rewarding, for this is,
indeed, a Lars Meller disc, featuring a young
man with an exciting future in jazz, if this is
any indication of what we may anticipate.
What a great beginning to my CD initiation!

If the Spike Robinson on The Odd
Couple (Capri CD 74008-2; TT c60 min.)
is the same reedman who graced the British
jazz scene back in the early 50s, he certainly
hasn’t lost any of that easy, breathy flow
which he once generated in the company of
such illustrious performers as Ronnie Ball
and Victor Feldman. The CD springs from a
1988 outing at Denver’s Media Centre, with
relative newcomers Rob Mullins (co-
leader, piano, synthesizer), Fred Hamilton
(bass), and Jill Fredericksen (drums). The

results are not ‘‘odd’’ at all, especially in
the way that Mullins and Robinson are able
to share the spotlight on such numbers as
Melancholy Baby, I Love You, or Theme,
without any loss of musical continuity; even
the synthesized sound on You're Blasé or
Street of Dreams is tastefully suited to the
fluid outpourings from Robinson’s often
Getz-like tenor. Nearly all of the composi-
tions are recognizable standards, and, al-
though this doesn’t break any new ground, it
makes for good, relaxed listening. I wonder
if Spike has ever met Vancouver’s Fraser
MacPherson? What a ‘‘chase’” sequence
they might fashion together!

Cookin’ On All Burners (Stash CD - 24;
TT ¢55 min.) is still another co-led aggre-

SADIK HAKIM (Photograph by Bill Smith)



BY JOHN SUTHERLAND

gation with alto-soprano player, John Mas-
troianni and drummer Sherrie Maricle
sharing those honours. Both are young
musicians in their 20s who, with some obvi-
ous consideration, have surrounded them-
selves with such stalwarts as Roger Kella-
way (piano), Michael Moore (bass), and
Peter Appleyard (vibraharp), and have
chosen to augment several original compo-
sitions of their own with the likes of
Scrapple from the Apple, Sophisticated Lady
and Our Love Is Here To Stay, among oth-
ers. The results, in my opinion, are mixed.
The veterans often steal the show here:
Kellaway and Appleyard on Lady; Kellaway
again on Scrapple, Moore on Our Love....
Quite frankly, I would like to hear more
from the newcomers who clearly indicate
that they are more than just competent
musicians; Maricle is not just a time-keeper
though her solos (Three and One/Scrapple)
are too ‘‘show-cased’’ to be memorable,
and Mastroianni displays an intriguingly
reedy alto on Cookin’ and sets a torrid (but
too brief) pace on Scrapple. I particularly
like his clean soprano rendition on A Quiet
Bossa. ‘‘The musicianship on this album is
beyond reproach,’’ state the liner notes.
This is true. However, despite some good
moments, there seems, to my ears, a general
lack of familiarity among the players who
should be enjoying the shaping of a musical
experience. The garish CD cover doesn’t
help either.

And yet a third co-led quintet finds vibist
Charlie Shoemake teamed with tenorman
Harold Land (Stand-up Guys - Chase
Music Group CMD 8016: TT c45 min.) for
7 numbers, 3 of which are Shoemake origi-
nals. A young Randy Cannon takes over the
piano slot, while bassists Andy Simpkins or
Bob Maize, and drummers Lawrance
Marable or Carl Burnett share this two-
day session. The originals are interesting
enough, with two easy, swinging composi-
tions (Season’s End / Stand-up Guys) and a
relaxed Mourning for Mr. Mobley, suitably
styled to commemorate the passing of reed-
man Hank Mobley, all 3 highlighting good
solos by Shoemake and Land; as well, there
is a surprisingly provocative and controlled
vocal by Sandi Shoemake on When Your
Lover Has Gone, though a bit ‘‘too slow”’
for my liking. My personal favourites are
the opening, I Can’t Resist You, done in
Brazilian samba fashion (quite removed
from my memory of a 1940 Benny

Goodman/Helen Forrest presentation), and
the fast-paced Miles Davis Out of the Blue,
a re-working of the Get Happy tune. I was
especially drawn to pianist Randy Cannon’s
brief but exciting forays on Out of the Blue,
Season’s End, and Stand-up Guys. More
from him, please. I like this disc. It’s a
pleasant romp by good players, well-at-
tuned to each other, and obviously enjoying
the opportunity to play together as they
explore a well-balanced repertoire.

I have a soft spot for solo piano, jazz or
otherwise. I’m almost predetermined to like
it. Leon Chuck Moutsoulas’ self-produced
A Time for Love (LCM 101: TT ¢50 min.)
is easy to like. Though occasionally his
chording and blocking techniques seem to
impede the rhythmic flow of ideas (Sunmny
Side of the Street), or his humorous ‘‘free
interpretation’’ evolves into Erroll Garner
plays Cecil Taylor (Love for Sale), the
overall impression is of a player who pro-
jects his ideas with great authority and dedi-
cation, who knows how to employ the whole
keyboard in a playful yet exhilarating way,
and who can readily draw upon a wide vari-
ety of sources for his inspiration. He is at his
most serious self, it would appear, with his
own compositions; I particularly liked his
beautifully introspective ballad, Solace. No,
he is not an Erroll Gamer, or an Oscar
Peterson, or a stride pianist, for that matter;
however, his playing reflects the element of
surprise, a freshness of interpretation, and a
confidence in his ability to make it all
meaningfully apparent. I truly enjoyed my
listening time with this performer.

One good piano player deserves another,
although Sadik Hakim, alas, is no longer
with us. This CD (Lazy Bird - Storyville
STCD 4156: TT c42 min) was recorded in
Tokyo in 1980, with bassist Errol Walters
and drummer Clifford Barbaro. Apart from
2 Hakim originals, the session is a blend of
such standards as Stella by Starlight, I'll
Remember April and Body and Soul, along
with three classic Charlie Parker master-
pieces (Now’s The Time, Yardbird Suite, My
Little Suede Shoes), and Coltrane’s Lazy
Bird. Hakim’s roots extend well back to
those early boppish days of Parker, Lester
Young and James Moody, yet there is ample
evidence that he wasn’t always totally
comfortable in that exclusively bop-ori-
ented milieu. In fact, his style is difficult to
pin-point, and that is borne out on this date,
notably on the three ballad cuts, but even on

his own compositions (48th Street and the
punned, I'd Ling). Nevertheless, he had
achieved, perhaps his greatest personal
success as a bopper, and it is only logical
that such identifiable numbers should re-
main an overt cornerstone of his recording
dates. It’s a fine outing by the trio, and a
fitting tribute to a jazz player too often lost
in the shuffle of pianistic talent. Liner notes,
sadly, are non-existent for this CD. 'Tis a
pity!

Drummer Mel Brown fronts a sextet on
a CD of music chiefly by pianist/composer
Gordon Lee, featured here at the keyboard
(Gordon Bleu - Gleeful Music GL 001: TT
¢52 min.). I find it difficult to recall clearly
any of the numbers after a first hearing, with
the exception of Dues Blues and Without,
both composed and played by the pianist.
Yet the overall impression is of a tightly-
knit combo playing all-out. The musician-
ship is certainly of a high calibre, notably
reedmen Warren Rand and Michael York
on Land Whales, The Czar and Passin’ On
The Curve, Thara Memory (taking licks
from the Marsalis notebook) with The Czar,
Dues Blues and Passin’ On The Curve (I like
his open trumpet on the latter), and Lee,
especially on his own Cherie’s Garden and
Without. Mel Brown and bassist Tim Gilson
are the omnipresent catalysts throughout.
Though the liner notes attribute the virtues
of ‘‘furious... spontaneous... and hot’’ to the
session, I honestly can’t place this at the top
of my priority list; however, it’s interesting
enough to warrant attention, if only for the
solo spots. The arrangement of Rachmanin-
off’s Full Moon and Empty Arms should just
not have happened, by the way.

Give The Drummer Some (Stash CD-
22: TT c¢65 min.), a sextet album, some-
times reduced to quintet or quartet format,
has something of the same feeling as the
Mel Brown CD. Drummer/leader Mike
Clark observes that, ‘... we’ve succeeded
in establishing something that might be con-
sidered our own style, our own language
that extends out of bebop and modem jazz.”’
Well, I'm not sure of that. Undoubtedly
Clark’s stints with Herbie Hancock’s 1974
group, or Eddie Henderson, Joe Farrell, and
the pop aggregation, Brand X, have had a
strong bearing on the kind of music that he
deems significant. Certainly the widespread
popular appeal of this music is without
question. Whether it has any lasting quali-
ties that will help to further the advance-
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Café des Copains
48 Wellington St. E., Toronto MSE 1C7
869-0148

Jazz Festival
with World Class Jazz Piano Artists

RONNIE MATHEWS / DAVE YOUNG August 7 to August 18
There's a graceful richness to the way in which Ronnie Mathews interprets the classic
repertoire of teh jazz piano masters. He freqauently works with such major horn
players as Johnny Griffin and Frank Mogran. Basist Dave Young will perform with
Mathews for the length of this engagement.

DON FRIEDMAN / DON THOMPSON August 21 to September 1
The intense lyricism of Don Friedman's playing will be highlighted in a duo settingwith
bassist Don Thompson. The pianist's music is built upon but not limited by the
horizons developed by Bill Evans in the 1950s.

JAY McSHANN September 4 to September 16
Kansas City Swing is defined by the veteran bandleader / pianist Jay McShann,
whose legendary status grows with each succeeding year. His adroit mixture of down
home blues and sophisticated harmonic imagination make him one of the remaining
definers of the essence of jazz. Saxophonist Jim Galloway joins McShann for both
Sunday performances.

MIKE WOFFORD September 18 tp September 30
San Diego-based Mike Wofford returns for a second engagement at the Cafe
between his busy schedule with Ella Fitzgerald. His elegant refinement of the classic
bebop repertoire has eamed him much praise. Leonard Feather noted that "Wofford
now occupies a plateaux alongside precious few others."

COMING SOON: Junior Mance, John Hicks, Eddie Higgins, Oliver Jones

Durin%August Café des Copains Is open Tues-
go rough Saturday with the music heard
e

een 8:30 pm and 12:45 am.

.

N

In September Café des Copains returns to its
regular schedule with the music heard be-
tween 8:30 amd 12:45 am Tuesday to Satur-
day and between 8 and 11 pm on Sunday.

Cover charge after 8 pm. Light Menu 12 - 12,

\

ment of the music we have come to call
‘“‘jazz”’ is not for me to say. Only time can
pass that judgement. It’s often difficult to
take ‘‘a path less travelled’’ when the world
around you makes pressing demands rooted
in the concept of ‘‘now.’” Louis did it; so did
Ellington, Parker, Gillespie and Coltrane.
And they outlasted a lot of good musicians
largely because of a personal, serious com-
mitment to their own ideas. The musicians
here are good players, without exception,
but, in my opinion, relegated to a style that
lacks distinctiveness. Fans of this sound
will obviously take offence. Buy the CD!
You’ll love it!

As the title Bopera House (VSOP 72CD:
TT 68 min.) suggests, this outing takes its
chosen path from boppish beginnings.
However, the principle that ‘‘mainstream
bebop... keeps renewing itself’’ guides the
players into fresh, swinging re-shapings of
numbers like Navarro’s Wailing Wall,
Parker’s Sippin’ at Bells, and Duke Pear-
son’s Is That So?, under the tutelage of
trumpeter John Marshall (ex-Buddy Rich,
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Mel Lewis, Gillespie) and pianist Tardo
Hammer (ex-Charlie Rouse, Johnny Grif-
fin), with a fine rhythm section (John
Webber on bass and Tom Melito on drums)
and tenorman (Ralph Lalama) to boot. Of
the eleven cuts, five are originals, and they,
too, capture the overall flavour of the meet-
ing. It’s a bop session, and pretends to
nothing less. There’s even Coleman Hawk-
ins’ Bean and the Boys, freshly revitalized,
for those who cherish such things. Good
musical variety, plenty of energy and un-
questionable virtuosity make this a CD disc
to seek out.

Lastly, for a change of pace, there is
Sathima Bea Benjamin’s Lovelight
(Ekapa CD 008: TT c46 min,) with an
interesting cross-section of material from
Noel Coward to Franz Lehar to Jerome Kern,
as well as four original compositions. From
the opening tribute to Winnie Mandela, one
is aware of a rich, lushly-shaded voice ca-
pable of expressing powerful emotions,
lyrics that are meticulously phrased, a styl-
ing quite unlike anyone you might have

heard. There is a strong supporting cast.
Buster Williams and Billy Higgins are
among the best on the scene today, and,
explanations being superfluous, show why.
Tenorman Ricky Ford shows (Music / Gift
of Love) what an original talent he can be
when the mood is right and the path clear. I
was also impressed by the strong sensitivity
displayed by pianist Larry Willis on such
numbers as I’ll See You Again and You
Don’t Know What Love Is. There is no
gimickry here. What an impact this vocalist
might have made with the full coloration of
the Ellington orchestra behind her. Need-
less to say, this is highly recommended.

Well, I’ve done it. My very first CD
review. I actually enjoyed my initial trip
through CD-land: the convenience of pro-
jecting the music, the exemplary sound, the
extended length of programme. However,
now I’m going to take some time off, years
literally, and play some of my old 78s, just
to clear my head of all this technological
wizardry.



LISLE ELLIS

e NINJA OF THE BASS

You never know what darkened corner Lisle Ellis music will strike from, what chops he will use to resonate never-before-
heard sounds from string and wood, or what instrumentation/choreography he will incorporate into a work. Lisle Ellis is a mu-
sical surprise attack. He is the ninja of the bass.

Last November, Ellis performed his
Archipelago solo at the Pitt Gallery in Van-
couver. The pre-performance stage con-
tained a bass suspended upside-down from
the ceiling, a hand-lettered sign reading
““Free James Brown’’, and Ellis’ birch-bark
paintings.

The lights dimmed, and wood-block per-
cussion was heard. As the lights went up, the
eyes were attracted to a bass case with a
rattle attached to the top of the neck. The
neck was shalang the rattle and body of the
case was humping over the floor, like a
rattle-snake. Then Lisle Ellis, himself en-
sconced inside the case while its usual in-
habitant hung from the ceiling, read a poem.
When he emerged from his cocoon, he un-
strung his bass, and began to play. In the
middle of the performance, he cried out
what James Brown must be imploring the
Parole Board: ‘‘Please, Please, Please’’. The
performance was a dark one, but as Ellis
later said, ‘‘There are many different is-
lands in the Archipelago.’

I conducted the following discussion
with Lisle after the 1989 duMaurier Interna-
tional Jazz Festival. He had been through an
intensive 3 weeks: duos with Paul Plimley
and Pierre Tange, a trio with Marilyn Cris-
pell and Roger Baird, jamming with the
legendary drummer Claude Ranger, and
leading the Freedom Force Ensemble, a
group of Vancouver musicians put together
by Ellis, himself originally from Vancou-
ver.

Larry Svirchev: I want to ask you about
your musical and visual concepts. During
the Freedom Force Ensemble, you had the
musicians walking in up the aisle from the
rear of the hall, just breathing through their
horns. It created a tremendous aura in the
place - the audience was stunned by the
silence. It was like the natural sound of the
wind.

Lisle Elliss The way we started that
concert was something that I thought about,
but also it’s something that I feel has been
given to me at some point from what I’ve
seen other people do. Like from watching
Sun Ra a few weeks ago, seeing the Elling-
ton orchestra, seeing Japanese Noh theatre.

There’s some kind of common ground to all
of that which has nothing to do with jazz
music or free jazz or whatever we want to

call it. There’s these traditions that were

here before we were here and we try and pick
up on them. If you want to get to a certain
place, you say ‘‘This is some kind of ritual
function.”” From the first step you have to
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have a ‘‘gong’’ to get everybody focused. It
could be literally a gong -wham- or it could
be something that has the same effect. There
had to be something and so it was the musi-
cians breathing. Everybody was breathing,
the audience was breathing. It’s like church.
It helped the audience to focus on what was
bappening then, what was going to come
next, and also to help the musicians prepare
for what they had to do for their music. If
you don’t have a lot of rehearsal time, you
don’t have a lot of time to get a feel for each
individual and what they can do. We wanted
to get a feeling that everybody’s together, a
unification of the forces that are available
with all that talent in the room and trying to
utilize it in the best way possible.

Part of your orchestration was two
basses. You were leading and playing bass
but Clyde Reed was also playing bass. How
does two basses fit in with your music?

Oh, just gives it more bottom. I also
knew at times that I would have to put the
bass down and do some pointing. It was
great to have Clyde because he’s so experi-
enced with this stuff. Clyde and I played
two basses in orchestras - we first started
doing that a dozen years ago.

Later on in the evening you dropped the
Ensemble format and did a quintet. Two
basses, Dan Lapp on violin, Al Neill on
piano, Roy Styffe on clarinet. No percus-
sion.

I had the idea that at a certain point in the
music, it might be nice just to have another
colour. We had all those saxophones and
brass players with a rhythm section and a
traditional rhythm section - piano, two
basses, drums - and I just thought it would
just be nice to do something completely
different. It was a good change of pace. It
solved an orchestrating problem for me. The
chamber piece enabled the other musicians
to very subtly move and take their positions
around the room. When the chamber piece
was over, they were already there in place
for the next part.

You had two dancers that evening, Na-
talie Jean and Beverly Harshenin. What
kind of instructions did you give to them?

Very little. I thought that basically they
should do what they wanted to do. I had an
idea for the beginning and I had an idea for
the end and then what they did in the middle
was up to themselves. They were fantastic.
They added, as dancers always do, some-
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thing very special. They created a focus for
the musicians. In the ear is your centre of
balance, so you know it makes so much
sense that music and dance go together. We
all need that, but dancers particularly need
that to move properly, that equilibrium.
And right in there too is where the eardrum
is too. So it’s all interconnected: the music
and the dance. When a musician sees a
dancer moving to the song that he or she is
creating, it feeds back information and you
actually see what you’re playing.

Well it sure did have some feedback
because during his solo, Bill Clark just
dropped his horn and started dancing him-
self.

That’s what happens, the whole thing
escalates until - well that moment, what Bill
did, was so fantastic. If you look at the
traditions of the great orchestras of the
world, I don’t mean just European classical
but as well the great orchestras, like the
Chinese orchestras, the Persian orchestras,
it was always expected that the musicians
could dance and that the dancers could play
music and their positions were interchange-
able. There was not so much of a separation.
In Japanese Kabuki theatre the actor, it’s
mostly male-dominated in that theatre situ-
ation, they play music, they’re trained as
musicians, they’re trained as dancers,
they’re trained as actors. There’s no separa-
tion. They don’t separate things out.

Westerners separate things. The western
mind loves to divide and conquer all the
time. We separate the rhythm from the
melody and melody from hammony so we
can really get down to the proton or the
neutron or whatever. I’'m not so much
interested in separation as much as unifying
things and bringing them together more,
seeing the whole picture and keep talking
about the Freedom Force Ensemble. There’s
a powerful force here for people that are
interested in this idea of unification, this
idea of some kind of liberation through
sound. The sound is the focus but there is
also dance. It’s fantastic when you see that
there’s a force here, and it’s a very contem-
porary thing. You know you pulled out that
T shirt about human rights with what just
went down in China.

Tienanman Square with the one guy stop-
ping the tanks. The shirt logo says ‘‘Stand
Up for Human Rights.”’

Yeah, and this is another aspect of this

idea of liberation. Our freedom, human
rights, humanity is one thing. It’s made up
of a lot of individuals but together we’re a
force and the human spirit wants to fly, so to
speak, wants to rise up and experience that
light, that feeling of lightness, that we find
in music and dance, climbing a mountain,
being beside the ocean or whatever, and I
guess these are the things that are important
for me in music, and when I'm talking about
music.

Bass players have an overview because
bass players, you know we’re the founda-
tion. The American Indian, when they did
their traditional rain dances, made the low-
est note they could make and the lowest note
was made on a big drum or by beating the
earth with sticks or stomping on it. They
beat the earth to make a bass note as just one
big note. But it’s light as a feather and it
floats up; that’s hot air, it rises. Bass notes
are like big hot air notes and they’re very
huge but they’ve got no weight they just rise
up. If you could see the notes of the piccolo
or the violin, the highest notes, they’re like
little lead balls. They’re like the rain,
they’re very heavy, very dense. High notes
are very dense. The American Indians know
about the principles of this kind of thing.
They made low notes that would go up and
when the low notes go up, they stimulate the
high notes, the raindrops, to come down.
Bass players, get a good overview in a
traditional jazz rhythm section. The bass
player listens to what the piano player, or to
the guitarist, the chords that he’s playing
down there, you’re getting the bottom note
there, plus you’re interpreting the rhythm
from the drums. So you’re acting as a
translator for everybody. You’re kind of
telling the piano player where the rhythm of
the drummer is at, and you’re telling the
drummer what’s happening, where the next
shift is going to come. And you’re commu-
nicating that to the front line, to the hom
players and so a bass player is the interme-
diary. You’re kind of keeping everybody
cool, you’re like an octopus.

I was never really that interested in being
political, but when you make your sound it
has an affect. You know there are implica-
tions in the music and when you start talking
about freedom and human rights and libera-
tion and what we were just saying, you
know, that just the freedom to be able to
look at the mountains and say ‘‘Wow, one
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day I’ll be free enough so that I can get up
there and really one day I may be worthy
enough to be at the top of that mountain.
When that went down at Tienamen I heard
that on the radio while driving out here from
Montreal and hearing that first news report,
I think the only thing that has moved me so
much in my life was one time when I was a
kid when Kennedy was shot. I thought about
that a lot and I started thinking what am I
doing with my music. Music is a sound, is
a force. Sound goes out, it reaches people,
it keeps travelling, it doesn’t stop just past
the ear, you know. Things vibrate, walls,
everything moves. We all know the story of
Joshua and walls of Jericho, the trumpets.
So, you know, it’s a force, and all of this is
turning around in my mind. People were
asking, ‘“Well, what are you going to call
this thing?’’ I said Freedom Force and for
me it’s almost a political statement, the
closest I’ve ever come to a political state-
ment. Because I know in my life the first
sound that every attracted, the first sound
that ever moved me was blues, and you
know that was made by black American
musicians, but anybody can. There’s a simi-
lar quality if you listen to folk music from
different parts of the world, there’s a certain
quality oppressed human beings have a
certain quality when they make a sound,
when they sing or when they play instru-
ments, in oppressed people there’s a similar
quality to be found.

Although the Freedom Force Ensemble
was organized on pretty short notice, it got
one of the largest jazz audiences in between
times when the recorded and international
stars come in. That says something about
the ability of musicians in any locality to
expand their audience and go beyond what’s
the hardcore jazz listeners. Sometimes it
feels like we’re boxed because of musical
labels - the folkies over here, and the jazzies
over here, and classicals over there, and the
rockers - there’s a wall between them and it
would be nice to break that down.

I’'m meeting more and more people that
are less interested in jazz per se. I’m finding
more and more people, like younger people,
are interested in contemporary music and
contemporary sound. They want to know
what’s happening now and they’re looking
for something with an edge. I’m meeting all
these young people that are going back and
listening to music of the 60’s. You know

like kids running around with Jim Morrison
T shirts or Jimi Hendrix. I’'m not sure what
all that means but I know there’s this idea -
a retro movement going on - as we’re com-
ing to the end of the century and the end of
a millennium. People are I think at that point
in time people where they are going to want
to go back and either hang on to the things
from the past, it’s hard to let go, or else they
just want to go back and check it out and
make sure everything was okay before we
let it go.

Well maybe some people are scared of
the future.

Yeah, oh I think that’s true too.

There’s only scope for solid new expand-
ing music, different sounds.

Mm hmm but there’s a lot of resistance,
you know. As you said, because people are
afraid of the unknown so there’s resistance
to that and what we did with the Freedom
Force Ensemble. It showed me that the play-
ers, the level of musicianship here in Van-
couver, has really grown since the seven
years that I’ve been away. These people
have really worked hard on their music, on
their conceptions, in their lives and they’ve
got a lot to say; there’s a lot more to be said
yet, so I hope the community gets out there
and supports what they’re doing. It’s diffi-
cult for all of us to let people know what’s
happening and it seems to be that the big
media channels are not really so interested
in this information. I mean there is really no
notification in the local press, the daily
journals or the big radio stations. Maybe
just a little bit on the co-operative radio
station and a listing in the local free press.

With no reviews. Not a single review in
any of the local press.

No reviews. No, and I’'m not sure why
that is, you know. Because ...well, yeah.
But I feel like these are things that if we
remain true to our convictions in the music
and we keep trying to understand more and
more about the things we are ignorant of,
we’re going to be building support for this,
and I think it’ll never be a lot. Obviously
this is not music for the masses but I think
it’s really important that a few people are
continuing this work, continuing this music,
continuing this band, continuing this artis-
tic perception.

Transcription: Gloria Pomeroy
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THE INDEPENDENT ALBERT MARX

Through the years, as the various medi-
ums used in sound reproduction have
changed from wax to acetate to analog tape
to digital, there has been one constant in the
recording studio: Albert Marx. At 78 years
old, Marx is probably the oldest living rec-
ord producer, and is definitely the producer
with the longest history. Having started his
career in the record business in 1929, Marx
began even before such notables as John
Hammond, Milt Gabler, and Norman Granz.
If his name is unfamiliar, it is only due to
Marx’s somewhat low-keyed approach, not
a lack of accomplishments, for they are
many and diverse. Always on the cutting
edge of jazz with at least one highly re-
garded record label at his command, his
trained ear has led him to discover and
appreciate, then record a multitude of ex-
ceptional talent, from Art Tatum to Mike
Wofford.

Marx’s first exposure to jazz is still vivid
in his memory. ‘“When I would come home
from high school on Fridays,”” Marx remi-
nisces, ‘‘I’d get dressed, get on my bicycle,
and ride to the record store. I had a girl there
who would have all the new records ready
for me to listen to. In those days, you could
play any record in the listening room before
you bought it. You just had to be careful not
to scratch it. I was heavily into classical, so
it made sense when she told me, ‘I put this
one on top because I knew you wouldn’t like
it” She was referring to Duke Ellington’s
Black and Tan Fantasy. So, I played it, then
came busting out of the booth, saying, ‘Why
did you say I wasn’t going to like this? It’s
the greatest thing I ever heard in my life!’
Black and Tan Fantasy is what tumed me on
to jazz, and shortly thereafter I got my father
to take me to the Cotton Club for my birth-
day. My father told Duke about me, and
Duke came over, sat with us, and talked with
me. From that day on, I became a very close
friend with Duke Ellington and went to hear
him very often.””

““‘One time, I had the privilege of bring-
ing this white girl to hear Duke for the first
time. When I picked her up at the Westch-
ester Country Club where she lived, and told
her we were going to hear Duke at the Cotton
Club, she said, ‘Well, is he a nigger? He
isn’t going to talk to us, is he?’ I became
very angry and almost took her back, but we
went, and by the time we left the club it was
four in the morming. We got in the car and
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she said, ‘You have shown me something I
have never seen in my life, and I will never
call anybody a nigger again.” Duke Elling-
ton had that effect on people. He was a
wonderful person.”’

Bomn to a wealthy family in New York
City, then raised in New Rochelle, New
York, Marx had no difficulty deciding at an
early age that his father’s company, United
Merchants, was not the career route for him.
‘“My father said that I should decide what I
wanted to do,”’ recalls Marx, ‘‘and he tried
to help me as much as he could. But unfor-
tunately, he knew no one in the record busi-
ness. So, I started by walking the streets for
about a month before I found a job at Ameri-
can Records. It was located at 1776 Broad-
way in New York. American Records bought
out the Brunswick, Banner, and Perfect
labels, along with a few others. The guy that
was my boss was Harry Grey, and he was a
tremendous guy, a wonderful person. He
started me off by having me work in their
pressing plant in Scranton, Pennsylvania for
four or five months. Next I sold records to
stores. I hated it, but I learned about the
business. I worked with Harry when I got

back, and I got lucky. I discovered two
artists who were not jazz musicians, but
made a lot of money for us. One was a
pianist named Eddy Duchin, and the other
was Freddy Martin. Both had instant hits, so
that’s when my boss really liked me and said
I could do anything I wanted. Next was Art
Tatum, who I discovered myself. After that
was a guy they turned me down on, saying he
was too avant-garde: Jimmy Lunceford.”
After four years with American Records
(1929-33), Marx worked for Rockwell-
O’Keefe, renowned talent booking agents.
““Rockwell and O’Keefe were both talented
guys themselves and knew music very
well.”’ claims Marx. ‘“They booked talent in
the hotels, clubs, and private homes of every
city in every country you could name. One
day, I said to Tom Rockwell, ‘Hey Tom, did
you ever hear any of Ray Noble’s music?’
When he said he hadn’t, I brought him
records and played them for him. Well, he
flipped out. He flipped out so much that he
said, ‘Within ten days, I’ll be on my way to
England.” He went to England, signed Ray
Noble, brought him over to the United States
(only his vocalist was allowed to come with

SARAH VAUGHAN (Photograph by David Redfem)
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him) and he opened the Rainbow Room. He
had guys in his band like Tommy Dorsey
and Glenn Miller.”

It was in 1938 that Albert Marx recorded
the monumental Benny Goodman Carnegie
Hall Concert (CBS 450983/1/2), an album
that would eventually be elected to the
National Academy of Recording Arts and
Sciences Hall of Fame. Marx recalls: ‘I
asked Benny whether he was going to record
it, and he said, ‘Hell no. I have all the air
checks I need; I don’t need any more.’ I said,
‘Benny, don’t you know that no jazz orches-
tra has ever played in Camegie Hall?’ He
said, ‘I don’t care.” He said he didn’t mind
if I recorded it, so I ran a telephone wire
from Harry Smith’s studio on the 23rd floor
of the RKO Building. We decided to run two
lathes, one or two minutes apart, so if we ran
out on one lathe (we were using acetate), we
wouldn’t miss anything. That night the band
was set up a little off-centre. It was unusual
to see the audience sitting on stage with the
band. They needed that much extra room for
more people. My brother smuggled his
camera in and got pictures of everything.’’

George T. Simon’s animated review for
Metronome magazine proclaimed the con-
cert ‘‘a howling success... The crowd began
to yell; the band began to dig and blast...””
But aside from an occasion for frenzy, the
Carnegie Hall Concert was an opportunity
for the public and the press to see and hear
many black and white musicians perform-
ing together. One segment of the concert
consisted of an informal jam, a reminder
(or, for many, a first exposure) of the consis-
tency of real jazz. Although recorded for
Albert Marx’s personal enjoyment, Colum-
bia finally issued this material in 1950.
Brian Priestley states in his book, Jazz On
Record, that it ‘‘was edited to fit on to four
twenty-five-minute sides and it captured the
public’s imagination as an event that might
have been made for the long-playing rec-
ord.”’ In addition to ushering in the age of
the LP, this revolutionary performance also
helped bring about a renaissance of interest
in the big bands. The 1950s swing era re-
vival saw much previously unissued mate-
rial appearing in the record bins, especially
broadcast transcriptions. With the advent of
superior recording techniques, there was the
re-recording of many of the big band ‘‘chest-
nuts,”” utilizing as many of the original
musical personnel as possible. Hollywood

picked up on the interest and filmed the
Glenn Miller and Benny Goodman biogra-
phies (such as they were). More impor-
tantly, the big bands began to come directly
into homes via television.

After touring the country for Rockwell-
O’Keefe, Marx regretfully went to work for
his father, believing it was just a matter of
time before he was drafted. When, in 1944,
the Army physical found Marx to be colour
blind and therefore unacceptable for duty,
Marx bought into Musicraft. This primarily
classical New York based label was leaning
toward the prospect of recording jazz and
had purchased Guild, one of the first labels
to record the sounds of bebop.

I was able to do a lot of interesting things
for Musicraft,”” proclaims Marx in his usual
humble fashion. But any jazz record collec-
tor will quickly admit that the Musicraft
sides (now available on compact disc) are
true classics. Much of the Musicraft, Trend,
Discovery, and AM/PM catalog is currently
being released on compact disc. ‘‘I don’t
want LPs any more,”” Marx sums up his
stance conceming format. ‘“We’re not put-
ting them out any more. The sales are so
small that you can’t make a buck on them.
So, most of the labels are cutting out LPs
and going to CD.”” Luckily, many of the
original Musicraft acetates were available,
in good shape, for use in the digital transfer
to compact disc. As a result, the sound
quality is exceptional.

Shaw Nuff | Dizzy Gillespie and His
Sextets & Orchestra (MVSCD-53), from
1945-46) includes outstanding sides re-
corded for both Guild and Musicraft. The
personnel reads like a bop encyclopedia,
including Charlie Parker, Dexter Gordon,
Sonny Stitt, Milt Jackson, Al Haig, Kenny
Clarke, Ray Brown, et al. ““We had Dizzy
under contract,’’ says Marx. ‘‘In fact, I gave
Dizzy his first chance with the big band. He
talked to me and said he’d like to do the big
band, so we went right ahead.’” Marx’s faith
in Dizzy led to these performances, which
are at the high water mark of both small
group and big band jazz.

For You For Me Forevermore | Artie
Shaw and His Orchestra with Strings,
Featuring Mel Torme and the Mel-tones
(MVCD-50, from 1945-46) are arguable the
best Artie Shaw recordings in existence.
Because of his incredible talent, Shaw was
forever experimenting, and this endeavour

with 21 year old vocal phenomenon Mel
Torme paid off. Everyone involved is in
absolute top form, and the Mel-tones’ tight
vocal harmonies sound fresh even today.

Marx was never afraid to record new and
different talent, often to the distaste of his
associates. He recalls an absurd episode
when ‘‘Eddie Ellinger and Irving Felt, who
bought an interest in Musicraft but knew
nothing about music, came into the studio
while Sarah Vaughan was recording You're
Blase. Eddie said to me, ‘Albert, after this
number, would you come in the back? We
want to talk to you.” So, after the number
was over, I walked to the back and they said,
‘Oh, that girl is a great singer. She’s won-
derful.’ I said, ‘I sure know that.” They said,
‘But we’d like you to go out there and tell
her that she doesn’t sound like anybody
we’d like to hear; she should try to change
her way of singing so it sounds more like
Dinah Shore.’ I lost my temper and told both
of them to leave the studio and never come
back while I was recording. They never
came back.”” Tenderly | Sarah Vaughan
(MVSCD-57, from 1946-47) includes
You're Blase, along with twelve additional
vocal cuts recorded with combo leaders
George Treadwell, Freddie Webster, Sam
Musiker, and Teddy Wilson.

Prior to signing Vaughan as a solo, Marx
had the opportunity to record her with tenor
saxophonist Georgie Auld, one of a handful
of swing players who successfully stretched
his imaginative solos to include the influ-
ence of the modernists. With Sarah
Vaughan’s obvious link to the bop style,
Auld’s orchestra turned out to be an appro-
priate backdrop. In The Middle | George
Auld and His Orchestra with Sarah
Vaughan (MVSCD-56, from 1945-46)
contains both Guild and Musicraft material
(the Guild sides featured the trumpet of
Dizzy Gillespie). It is a credit to Albert
Marx that he had the foresight to continue
recording Vaughan, for at the time, the
female vocal market belonged to Ella Fitz-
gerald and a select few. At first, Vaughan’s
new concept did not sell well.

As Teddy Wilson epitomized the swing
pianists, Isn’t It Romantic | Teddy Wilson
(MVSCD-58, from 1944-47) gives prime
examples of his smooth, fluid style with
various ensembles featuring Buck Clayton,
Charlie Shavers, Don Byas,and lovely vo-
cals by Kay Penton (As Time Goes By, These
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Foolish Things, Something I Dreamed Last
Night), who went on to sing with bop pian-
ist/ composer Tadd Dameron.

It was the fulfilment of a dream for
Albert Marx when Duke Ellington left RCA
to join him at Musicraft. Happy-Go-Lucky
Local | Duke Ellington and His Famous
Orchestra (MVSCD-52, from 1946) con-
tains excellent sides which never received
the appropriate attention or praise. Elling-
ton’s previously released Blanton/ Webster
Band sides (on RCA) were definitely a hard
act to follow. But a serious listening to The
Beautiful Indians or Blue Skies (Trumpet No
End), included in this package, reveals the
total musicianship one comes to expect from
the Ellington Band. ‘‘Duke never had
charts,”” Marx remembers. ‘‘“The whole
thing, it sounded like charts, but he’d tell
them what he wanted. He’d tell them a few
times, and they’d get it.”’

Musicraft came to an end in 1948 when
Ellinger and Felt, the same two men with
whom Marx had the encounter in the record-
ing studio, decided to open a record pressing
plant in Ossining, New York. At the same
time, they also purchased another plant on
the West Coast. ‘“The plant in Ossining cost
five million dollars and never pressed a
single record,”’ recalls Marx. ‘‘The West
Coast plant pressed nothing but disasters,
which were all returned. The sad thing is,
the records were all selling very well. After
I got into Musicraft, the stock went from

The plight of the independents...

two dollars a share to fourteen dollars a
share. Then when all of this happened, it
went down to twenty-five cents. This is
what busted Musicraft; it went bankrupt.”’

Following this endeavour, Marx moved
from New York to Los Angeles, where he
and his wife continue to make their home.
““I moved out here in ’47,”” states Marx. ‘I
was here for about a year, then I went back
and got my clothes.” It is in Los Angeles
that Marx began his Discovery label, re-
cording artists such as the Red Norvo (with
Tal Farlow and Charles Mingus), Art Pep-
per, Hampton Hawes, Georgie Auld, and
Dizzy Gillespie (with strings).

Not content with just one label, Marx
started Trend Records in 1954. The early
Trend roster included The Dave Pell Octet,
Claude Thomhill, the Hi Los, and Emie
Andrews (backed by Benny Carter’s Or-
chestra).

The 1950s proved to be a very rough
period for the distribution of records (a
problem which still exists today) so Discov-
ery was sold and Trend was forced into
inactivity. ‘“My timing was wrong,”’ Marx
told Leonard Feather in a 1982 interview.
‘“Trend was operating at a time when it was
difficult to get distributors to pay.”’

Next, Marx worked as an independent
producer, producing sessions for CBS,
ABC, Epic, and others, keeping his hand in
the business, and maintaining those vital
contacts which would prove invaluable

‘I don’t know how we manage to say in business at all today,’’ states a frustrated

Albert Marx. ‘“They buy from you and have the right to return as much as they bought
from you. Now, think about it and tell me if you know of any other business like that.
Records... Jesus! You ship them records and six months later, all you get are returns. SO,
what we’re trying very hard to do is get rid of the distributors in the United States.
Frankly, I don’t care if I sell any more records in the United States. I would like to, but
DI’m not interested in selling them the way I do now, whereas the dealer’s return request
is for four or five thousand records at a clip. It kills you! This is not true when I sell to
Germany, France, or Italy, or even to Japan and Hong Kong, or any of those places. All
of those are final sales.

““That all came about when they decided they wanted to show record sales as being in
the millions. I’ll never forget when we started Discovery again for the second time in
1976. One day I was at a distributor here and I hear this guy from one of the big record
companies saying, ‘Well, look. We’d like to ship you another hundred thousand of that
number.’ The distributor didn’t think I could hear him when he said, ‘If you let us return
a hundred thousand, you can ship us another hundred thousand.’ Then, in Billboard, it
shows they sold a million copies overnight. To me, anybody who reads those Billboard
reports has got to be crazy. We don’t care if we’re ever listed in Billboard, and we don’t
subscribe to Billboard. It’s a screwed up magazine, and a screwed up way of doing
business.”’

22 CODA

when he reactivated Discovery and Trend in
1976. With his own labels, Marx takes
extreme pleasure in releasing recordings of
relatively unknown players as well as estab-
lished musicians. In a recent interview, pi-
anist/composer Horace Silver sums up the
appreciativeness of the musicians: "Of the
independent record companies, I don't know
of anybody who has given more people
breaks (in terms of giving them their start)
than Albert Marx. Most producers will only
record somebody who is known. Albert’s a
very important person.’’

Marx quickly shows his pride when he
speaks about the artists he is currently re-
cording. ‘I think I’ve got the best piano
players in the country now on our label. We
have Mike Wofford, Cedar Walton, Alan
Broadbent, and Milcho Leviev. We have
one New Yorker: Barbara Carroll.”’

Perhaps the best gauge of a jazz musi-
cian’s ability lies with his treatment of the
standard tune. Imagination and invention
are the key ingredients to success when
performing material which has already had
countless interpretations in a variety of
contexts. Lush Life | The Cedar Walton
Trio Plays The Music Of Billy Strayhorn
(DSCD-955), Mike Wofford Trio and Quar-
tet Plays The Music of Jerome Kern - Vol.
1, 2 and 3 (DSCD-5000 1/2), and Easter
Parade | Milcho Leviev Trio Plays The
Music Of Irving Berlin (TRCD-553) are
exemplary, and show these three pianists
rising to the challenge with highly individu-
alistic treatments of some of the most su-
perb songwriting in American history. All
three CDs stand up to repeated listening as
these pianists are capable of throwing the
listener better curves than those pitched in
the World Series.

Impromptu | June Christy with the Lou
Levy Sextet (DSCD-836) is one of several
comeback releases Christy made on Discov-
ery, and finds her in some excellent West
Coast company (Jack Sheldon, Bob Cooper,
Shelly Manne, Frank Rosolino, Bob
Daugherty). Tha’s Delights | Bill Mays
Quintet (TRCD-532) featuring Ralph
Moore on tenor and Tom Harrell on flugel-
horn shows the extent of Marx’s tastes with
state-of-the-art hard bop.

The big bands have always held a special
place in Albert Marx’s heart, and the Bob
Florence Big Band, Live at Concerts By
The Sea (TR-523) is a fine example of the
contemporary West Coast scene. Waltz



(DSCD-948) is the latest big band effort by
Clare Fischer, a composer and arranger who
is in the same masterful league as the late
Gil Evans. (For exquisite small-group
writing, Whose Woods Are These | Clare
Fischer With Woodwinds, Featuring
Gary Foster DS-880, is recommended.)
Early Autumn | Woody Herman - The
Third Herd (DSCD-944, from 1952-53),
most of which was recorded in NYC, fea-
tures some of the musicians (Don Faber-
quist, Stu Williamson, Bill Perkins) who
went on to become the primary players in
the 1950s West Coast scene. Jenna | Gerald
Wilson’s Orchestra of the 90’s (DSCD-
964) is the most recent big band release
from a bandleader whose relationship with
Marx dates back to the early 1960s. ‘‘That’s
one of my favourites,”’ states Marx. ‘I
think it’s fantastic record. Everybody is
playing the hell out of it and everybody
loves it. It’s finally the best thing that Ger-
ald has ever done, by far.”

With regard to the AM/PM label, Marx
explains, ‘““The AM/PM label is made up of
college bands that are happening around the
country. We could fill up that label if we
wanted, with people who come to us with
inferior quality music, but Bill Yeager is
very good.”” Shopwork Shuffle | Los Ange-
les Jazz Workshop (AM-16) is typical of
the buming multi-styled big bands which
Yeager has assembled. ‘“We also just put
out a Segovia record (A Bach Solo Guitar
Recital | Andres Segovia and Phillip
Boroff, MVSCD-100) with Phil Boroff
doing half the record, which has gotten
great reviews. I’m very much into classical
music. I love it.””

Despite all that has occurred in his rich
past, Marx prefers to discuss future proj-
ects, such as who he will soon be recording,
and which records will be coming out on
CD. Marx still works seven days a week.
While many of his 70 year old peers live an
existence based on the past, Albert Marx
continues to live in the present and is opti-
mistic about the future. “I enjoy music so
much that... well, I love it,” he attempts to
explain. “I just love the music and love what
I'm doing.” Listening to the music that
Albert Marx was responsible for document-
ing says it all.

For a free MUSICRAFT | DISCOVERY
TREND /| AM-PM catalog, write:
Discovery Records, P.O. Box 48081, Los
Angeles, California, 90048

LPs & 45s (NEW & USED) FOR SALE

(All used records auditioned once in their
entirety by dealer)

DIXIE * SWING * TRAD * BIG BANDS * DANCE BANDS MALE
& FEMALE VOCALISTS * BLUES * BOP * POST-BOP FREE
50S & 60S POP (No ROCK)

RECORDS SOLD AT SET-PRICE - NO AUCTIONS!

ROBER