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Bring it all back home.

The Allman Brothers Band brings
together the hottest moments of théir
sold-out 91 tour on the new album,
“An Evening With The Allman Brothers
Band "—over 75 minutes of

nonstop, hard-drivin’ proof that The
Aliman Brothers are one of the all-time
greatest live bands.

“An Evening With

The Allman Brothers Band”
What playing live is all about.




Legendary names. Important collections.
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From Mosuaic, where the music comes first.
PRESENTING FOUR NEW SETS ON CD OR LP FROM THE LEADING LABEL IN JAZZ REISSUES.

ART BLAKEY’S 1960 BLUE
NOTE JAZZ MESSENGERS—
COMPLETE!

When you listen to any edition
of his Jazz Messengers you’re
hearing one of the real signature
sounds in music. And here’s the
band that probably defined that
sound best.

Lee Morgan composed and
played pure hard bop. Wayne
Shorter was constantly brimming
with off-center ideas that were
years ahead of their time. Bobby
Timmons was a master of funky,
gospel-based composition.Molded
into one seamless unit by Art
Blakey’s powerful drumming
and cohesive direction, they
recorded eight classic Blue Note
albums in 14 months. Now every
note of this music— complete
with seven obscure or entirely
unavailable performances— is
available for the first time on one

10 LP/6 CD set.

THE MASTER JAZZ SOLO
PIANO SESSIONS—
COMPLETE!

In the 1960s, a mail-order jazz
label called Master Jazz gave
some of America’s great swing
and stride pianists the opportu-
nity to immortalize their art.

One by one, legends were
brought into the studio and
encouraged to play whatever
they wanted. For some, it was a
first chance to record under ideal
conditions. For others, it was a
first and only chance to record,
period. Sixty-three performances
were recorded by EarlFatha Hines,
Claude Hopkins, Cliff Jackson,
Jay McShann, Teddy Wilson,
Sonny White, Cliff Smalls, Sir
Charles Thompson, Keith
Dunham, Gloria Hearn and Ram
Ramirez. Now these immensely
important recordings are rescued
from obscurity on Mosaic’s new

6 LP/4 CD set.

WOODY SHAW’S CBS
STUDIO RECORDINGS—
COMPLETE!

Woody Shaw was a man tradi-
tion couldn’t contain. He burst
upon the scene as an 18-year-old
trumpet prodigy on Eric Dolphy’s
masterpiece, “Conversations.”
Later, with a unique style that
was as much influenced by
Coltrane’s saxophone as it was
by jazz trumpet tradition, he dis-
tinguished himself in high-profile
stints with Horace Silver, Larry
Young, Chick Corea, Joe
Henderson, McCoy Tyner and
Dexter Gordon, among others.

Starting in 1978, after Woody’s
own CBS debut won Album of
the Year in the Down Beat
Readers’ Poll, he recorded a
series of challenging and varied
albums employing such sidemen
as Joe Henderson, Gary Bartz,
George Cables, Steve Turre and
James Spaulding. Now, on 4 LPs
or 3 CDs, here is the music that
both upheld and stretched the
boundaries of jazz tradition in the
1970s and early 1980s.

THE CANDID BLUES OF
OTIS SPANN AND LIGHTNIN’
HOPKINS—COMPLETE!

Though the blues styles of
Otis Spann and Lightnin’
Hopkins are about as far apart
as you can get, both had one
thing in common: They made
some of their finest recordings
in 1960 for the short-lived jazz
label, Candid Records.

Lightnin’ Hopkins was the
master of the storytelling acoustic
folk-blues he learned and nur-
tured while working as a Texas
farmhand during the depression.
Otis Spann, an architect of the
polished Chicago electric blues
sound, was best known for his
work with the Muddy Waters
band... until these recordings.
Spann proved to be a magnifi-
cently expressive singer as well as
a wonderful boogie woogie pianist.

Now the entire blues output
of Candid Records is available
on 5 LPs/3 CDs.
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AN Overview By
MicHAeL F. HOPKINS
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PHOTOGRAPHY
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SUN RA ¢ MR MYSTERY

JAZZMASTER INCARNATE, THEATRICAL PRESENCE EXTRAORDINAIRE,
Sun Ra has enriched and enlivened the creative scene throughout the world for more than
forty years. The most innovative Jazz orchestrator since Duke Ellington and Big Band
Father Fletcher Henderson, Ra’s pioneering ways have helped pave the way for a wealth
of breakthroughs. From the emancipating modalities of Miles Davis and John Coltrane,
to the chromatic challenges posed by pianist Andrew Hill, and the pan-idiomatic dramat-
ics employed by the Art Ensemble Of Chicago, Sun Ra’s influence is everywhere.

ew know, for instance, that Ra helped

establish the concept of the artist

owned company with his Saturn Rec-

ord label, decades before the idea
came into vogue. His use of stage costumery
and otherworldly scenario, dismissed for years,
is but intensified African American minstrelry:
a traditional expression which the Myth Re-
alist and his Arkestra has freed from cork-
toned degradation. Stripped of the pre-Rap
mammyface imposed by Al Jolson and oth-
ers, what's left is a master storyteller’s song
and dance, a wondrous show. Rich in its ties
to the Jazz film shorts which pioneered the

first half of this century, Ra’s thespian musi-
cality continuously sets precedents which
the likes of MTV have both misappropriated
and ignored.

Yet, if Sun Ra has been accepted, it has been
only on the most grudging terms. Like L.ena
Horne and Eubie Blake, Ra became another
African American elder whose career seems to
have been applauded chiefly for surviving
youth, and enduring critical apathy. The point
of exactly what has prevailed, has been ob-
scured by the media and industry alike. Time
and again, each has distorted Ra’s showman-



TREASURES FROM THE FILES OF SATURN

ship into the hokum-ridden image of
flim-flamminglunacy. The same indus-
try which currently promotes wholesale
plagiarism in the name of ethnic pride,
and genocidal buffoonery in the name of
cultural genius, has always shown its
readiness to uplift nonsense to the grace
of Imperial new clothes, while denounc-
ing the efforts of authentic Music scien-
tists (especially those rooted in Jazz) as
charlatanism.

The fact that even the tersest of Ra’s
efforts will reveal a deep mastery of a
Music ( a grip that one must have to be
effectively avant garde) has gone largely
unrecognized by the public-at-large. A
1970s reissuing of vintage Saturn record-
ings by ABC-Impulse went ill-promoted,
and poorly distributed. Recent CDs on
A&M and Black Saint are erroneously
surmised to be his “traditional Jazz refor-
mation” from his “out past”. With the
exception of the two albums from the
Delmark label (one of which, Ra’s very
first, is now on CD), there exists no well-
marked documentation of Ra's early
years, and no verification of what only
the most longtime concertgoers have
always known.

Until now. From the efforts of a new-
found label, Evidence Music, come five
Saturn recordings released for the first
time on compact disc. The remastering is
superb, and the CD booklets contain
each album'’s original cover art, along
with astute annotations from some of
the foremost jazz critics around. With
solid distribution, and a fidelity which
far surpasses their original releases on LP,
the music of Sun Ra and His Arkestra can
be enjoyed as most have never enjoyed it
before; deep from the pocket, straight on
out. Ranging from his very first record-
ings taped at home in the early 1950s, to
the mysteries of solo piano in the late
1960s, this series showcases a mastery of
Jazz, its bold history, and dutiful transi-
tions which is unlike anything anyone
has done before. Or since.

Start with 1956's Supersonic Jazz (ECD
2201S5), recorded not long after the

inaugural Jazz By Sun Ra (now the Del-
mark CD Sun Song). There, you hear the
twilight-sculpted use of early electric
piano on modal precursors like the
entrancing India (Ra’'s Third World
prance, not the Coltrane classic from
1961), or the stunning solo performance
of Advice To Medics. That this is a Big
Band that can take even the Bop runs of
Gillespie and Tadd Dameron elsewhere
is evident upon hearing the surging Super
Blonde, or Soft Talk by trombonist Julian
Priester (one of many jazz notables started
on their way by the jocular Mr. Mystery).
The gospel-based El Is A Sound Of Joy was
first recorded here, and we see that the Ra
use of a tonal colour is already well in
place. Fresh from time with Earl ‘Fatha’
Hines and Sonny Stitt, tenor giant John
Gilmore shows the classic tonality and
daring balladry that marks his work with
Ra throughout this series, and through-
out the decades. Here, one can enjoy
other longtime Arkestra perennials like
baritonist Pat Patrick, forgotten Ra-
ophiles like trumpeter Art Hoyle, and
more familiar players like Priester and
baritonist Charles Davis.

1958’s Jazz In Silhouette (ECD 22012) is
a hallmark of tasty swing, regality, and
depth, ranking alongside the 1940-41
Ellington as some of the most essential
Music ever recorded. Try the magical
summons of Enlightenment, or the spell
and chant of Ancient Aiethopia, and feel
the musical bond between continents
spoken of frequently by South African-
born master Abdullah Ibrahim. Ra stan-
dards like the fast-galloping Saturn, and
the finger popping cool of Images, make
classic appearances here. A particular treat
is Blues At Midnight, a streamlined blow-
ing session which includes the enigmatic
maestro on piano and celeste. The selec-
tion is presented in its entirety on the
CD, and will please those only familiar
with the truncated version on this album's
Impulse release. Among those invalu-
able to the timeless quality of Jazz In
Silhouette, one must note the haunting
trumpet of Hobart Dotson, the sturdy,
supple wizardry of bassist Ronnie Boykins,
and the alto saxophonics and flutistry of

the renowned James Spaulding and Ark-
estra shootist Marshall Allen. An epic.

Between 1958 and 1960 marks the pe-
riod for the original recordings that bore
the title for the CD Sound Sun Pleasure
(ECD 22014); the standout of which is a
bewitchingly beautiful rendition of
Monk's ‘Round Midnight that will bring
tears to many an eye. A sumptuous or-
chestral reading of the epic ballad, it
features the beguiling voice of singer
Hatty Randolf. The Chicago-based chan-
teuse renders ‘Round Midnight in a plain-
tively vibrant manner akin to the vocal-
ity of Ellington great Ivie Anderson, or
Ra’s own sorceress, June Tyson. Randolf
also shimmers on Back In Your Own
Backyard, with Ra’s celeste sprinkled in
for good measure. The rest of the session
features the soft melancholy some find
in the Hour Of Parting, and a comely
reprisal of Enlightenment. You Never Told
Me That You Care plays a wistful smile
upon the lips, and I Could Have Danced
All Night bids you to do just that, gladly.

The rest of the CD, however, is of special
interest for a different reason. Consisting
of music taped mostly at home between
1953 and 1955, they represent Sun Ra’s
earliest recorded efforts. While the sound
quality here is not the equal of the rest of
the CD (or the rest of the series), the
sound is a vast improvement over the
Saturn LP release in 1973, and the music
is vital. Of special historic note is Deep
Purple, which finds Ra softly note-spin-
ning on an organ-like keyboard along-
side the legendary violinist Stuff Smith.
Note, too, singer Clyde Williams amia-
bly delivering some of Ra’s most cheerful
lyrics on Dreams Come True. The CD ends
with singer Randolf belting out a lively
version of Lover Come Back To Me. A true
touch of joy.

By 1966, Ra's abilities as an exploratory
leader would be showcased on a trio of
classic avant garde LPs released on the
ESP label (now available on imported CD
through Magic Music). In the midst of
these creative tempests, the Myth Realist
found the time to record Monorails And
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Satellites (ECD 22013), a liltingly sure-
fingered recital for solo piano. Recorded
a decade before his highly acclaimed
late-1970s LPs for the Improvising Artists
label, this earlier session is a masterpiece,
featuring the balance of scamp and sere-
nade that many revere in Ra’s pianistry.
Listen to his soothing ruminations on
Easy Street, the teasing boogie rumbling
through Space Towers, or the starlight
twinkle of The Galaxy Way, and you hear
the outpourings of a great artist alone
with his expression. Intimate and out-
standing.

By 1968 and 1969, Ra's experimentation
was badly misunderstood and cruelly
ridiculed, largely because of the media-
shaped militancy compromising much
of the Black Aesthetic, particularly in
America. For far too many (then, and
since), to be Black no longer meant the
reaching humanity spoken of by Lang-
ston Hughes and Martin Luther King,
but an embittered narcissism that settled
for the same pettiness and hatred it
condemned in others. Where Malcolm X
said “By Any Means Necessary”, vested
interests from all sides twisted this credo
for survival and growth into an excuse to
vandalize, scandalize, and dogmatize in
the name of racial upliftment. The myr-
iad emotionalism of avant garde Jazz was
badly misinterpreted by misguided
youngbloods, who rallied around what
they thought to be “angry sounds” alone.
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PAT PATRICK

Fueled by the reactionary
nature of this adulation, the
media (and many older Jazz
artists) made sure that the
likes of Cecil Taylor, Gunter
Hampel, Walt Dickerson, and
Jeanne Lee paid the price. To
this day, the term “avant
garde Jazz” is mistakenly
thought to mean “anti-
white”, “anti-Swing”, and
“anti-Jazz” because of media
irresponsibility, and the
community’s own failure to
take care of business.

Easily the most visible of the
New Wave in Jazz, Sun Ra
was one of the precious few
from within the aesthetic
(along with the likes of Omni-
Americans author Albert
Murray) to denounce the pseudo-nation-
alism of the late 1960s as a betrayal of not
only these judicious musical uprisings,
but the very principals of Black Aware-
ness that it supposedly upheld. Liner
notes for albums like Black Lion's Pic-
tures Of Infinity feature Ra’s scathing
pronouncements on the hypocrisy found
amongst Blacks by this time; many of
whom, he felt, were dangerously close-
minded to anything but what was deemed
“Black enuf”. Here, the science fiction
showmanship takes on its most specula-
tive ingenuity, as Ra’s calibre of Black-
ness assumes the quality of the prover-
bial stranger in a strange land, incisively
noting what we precariously take for
granted.

It is this precious gift of insight which
empowers the series’ fifth CD, Holiday
For Soul Dance (ECD 22011). While the
late 1960s and early 1970s feature some
of Ra’s most creative abstractions (like
the freewheeling tango of the anthem
Space Is The Place, this late-1960s CD
features Ra and Arkestra at their most
expressively gentle. A collection of finely-
rendered ballads and standards, Holiday
For Soul Dance stands as a testament to
how tradition may be both upheld and
furthered. More Arkestra perennials (like
log drummer James Jackson and reeds-
man Danny Thompson) enter the pic-
ture here, while singer Ricky Murray
delivers pining reflections of lonely need

on Early Autumn. Gilmore and Ra serve
up the Jazz artist’s challenge, Body And
Soul, with unforgettable elegance. From
loveable themes like Holiday For Strings to
the upbeat tip pumping Keep Your Sunny
Side Up, Ra and the Arkestra lights a
candle in the window of the ages, filling
our eyes with the eternal workings of
stardust.

With five more Saturn releases set for this
fall, and more in the works, one can hope
for the eventual CD release of the late-
1970s/early 1980s masterworks like the
two-fisted Live At Montreux (featuring a
hardjamming version of Take The A Train,
the ethereally-swinging Omniverse, and
the breathtakingly tender Inter-

stellarism. The last, a 1980 LP, features
June Tyson singing a jaunty Sometimes
I'm Happy, and the sweetest, most acutely
dramatic version of Charles Chaplin’s
Smile since the classic Nat King Cole
rendition. Yes, there is much in the offer-
ing, waiting to be heard.

All in all, this is a historic series which
holds essential listening for any serious
jazz connoisseur. From Blues-shouting
stomp to hymnlike refrain, the Evidence
collection shows definitive, irrevocable
proof of the Myth Realist’'s awesome
credentials as a Jazz master. Evenif you're
not a Sun Ra fan, you owe it to yourself to
give these recordings a chance. Simply
put, they happen to be some of the
sweetest sounds this side of Saturn.

Write Evidence Music, 1100 East Hector Street,
Suite 392, Conshohocken, PA 19428, U.S.A. for
further information on these, and future releases
from El Saturn, Theresa Records, and more. Spe-
cial thanks to Jerry Gordon and Howard Rosen for
their help in the preparation of this feature.

Author of the independent column
Bloods Edge, Michael F. Hopkins teaches
Perspectives In Jazz for the Dept. Of
African American Studies at the State
University of N.Y. at Buffalo . A Ph.D.
candidate for UB’s Department of Ameri-
can Studies, he also teaches Topics In Art
And Culture for that department. Artist-
In-Residence for the N.Y. State Alterna-
tive Literary Programs In the Schools
since 1980, and the author of A Kind Of
Twilight, a collection of poem and es-
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The most comprehensive collection of

roots and blues music ever assembled.

This 4-CD or Cassette Boxed Set features
over 5 hours of music and 107 songs (47
previously unreleased), and includes a
64-page booklet filled with rare photos
and behind-the-scenes facts. This is the
music that defined America’s musical
exploration for a quarter century.
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ASSOCIATED

GENERATION

The Grammy-winning series continues
with new collections from the contemporary
blues masters of the '60’s and '70’s.

Johnny Winter
“Scorchin’ Blues”

A new collection that lives
up to its name with fiery

electric performances plus
acoustic slide blues.

Son House “Father Of
The Delta Blues: The
Complete 1965 Sessions”
A double CD or Cassette
featuring 12 unreleased songs
from the legendary bluesman.

Muddy Waters

“Blues Sky” |*
A new collection of Muddy
Waters' late '70’s work
filled with hard-rockin’,
high-energy blues.

- Taj Mahal
. | “Taj’s Blues”
A half-electric/half-acoustic
collection that features the
best of Taj’s innovative
style, and special guests
like Ry Cooder.

“Columbia,” “Epic,” “Legacy” and ML Reg. U.S. Pat. & Tm. Off. Marca Registrada./ 2= is a trademark

of Sony Music Entertainment Inc./ © 1992 Sony Music Entertainment Inc




DAVE McMURDO

THE ORCHESTRA ALIVE

IN RUSSIA

WE ARE OUTDOOR SPECIALISTS, DAVE MCMURDO SAID RECENTLY AS HE LOOKED BACK ON HIS ORCHESTRA’S ACCOMPLISHMENTS

The band was the opening act for the 1991 version of the DuMaurier Downtown Festival at Toronto’s Nathan Phillips
Square. Later in the summer they participated in the Woodstock-like environment of the Beaches Festival. These events
were in stark contrast to the 16 day tour of the then Soviet Union in early June.

he attitude towards artistic things is

so different there and we had no idea
of how much respect is given to perform-
ers, commented Dave as he thought back
about the hectic days in several of the
Russian republics. The tour took the band
to parts of that huge land mass where few
foreigners had been before. The recep-
tion everywhere was the same. The audi-
ences responded enthusiastically and the
warmth and hospitality of the local
musicians was overwhelming.

All cultural presentations were handled
by the State Agency until the political
climate began to change in 1991 when
the McMurdo band finally got to make its
long planned trip.

“It was nearly five years ago when a
friend of mine who worked in External
Affairs in Moscow first suggested that I
try and set up a tour. It took many letters
and phone calls to get things moving.
External Affairs in Ottawa became the
primary sponsor. They liked the idea of sending a large jazz band to
the Soviet Union, something which had never been done before.
Once the basic idea had been approved it took another 2 1/2 years to
tumn it into reality. External Affairs put us in contact with an agency
which was doing business with the Russians. They had been present-
ing such groups as the Kirov Ballet here and were sending Canadian
troupes to the Soviet Union. They were dealing with independent im-
presarios and this made it much easier for us to meet the local people
and interact with their musicians.”

Additional financial support came from the Ontario Government’s
Ministry of Culture and Labatt’s Brewery. Finally, after a false start,
the band got the word that they were to tour the Soviet Union for 16
days in June 1991. Two large containers contained all their equip-
ment and an abundance of useful souvenirs (musical accessories and
food) as gifts for the local musicians they expected to meet.

“From the beginning I had insisted that we were to have the

opportunity to not only meet the local musicians but also to have a
chance to play with them. We already knew that there were a lot of
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good musicians there and we felt it
was important to be able to exchange
ideas and views in this way.”

No one could have anticipated the
extent to which this simple idea in
human relations was to be taken.
“Everywhere we went the reception
was fantastic. We got to take part in
sessions and the standard of musi-
cianship was very high. In Sverdlovsk
we were invited by the bandleader to
hear this big band. They are very for-
mal about such things and it was
something we would not have been
able to decline. The band was set up to
play in the Red Army Hall where we
were to perform later that day. It was
a nineteen piece band and you must
realize we had no idea what to expect.
We practically fell off our chairs when
the band opened up with a Thad Jones
chart. I recognized it from one of the
Thad and Mel records and they played
it well. They had a great drummer and
an excellent lead trumpet. The jazz solos weren't terrific but they got
by. Later when they took a break we noticed that the parts were all
hand-written. It turned out that the bandleader had taken all those
complicated parts off the records because they have no access to
printed charts!

W e spent three days in Sverdlovsk, a city in Western Siberia and,
until January 1991, not open to foreigners due to the sensitive
nature of the products manufactured there. On the opening night at
Philharmonie Hall, a magnificent Concert Hall built in the 1890s, we
had the choice of four different grand pianos. The packed house
loved us! It was the same two nights later at Red Army Hall. That night
we played straight through without an intermission as we had a train
to catch. The audience just didn’t want to let us go. The Russian
people tend to be a little reserved at the beginning and then they
warm up. They are very romantic and know all about American
composers and their works like Rodgers and Hart, Gershwin and the
major jazz composers like Monk! At that concert we played a new Reg
Schwager piece called Forget Me Not and a voice from the front at the
end shouted out, ‘Bravo! We will never forget you‘.”



he band’s music continues to be heard and seen. In Sverdlovsk

the band taped a one hour TV show which has been repeated
several times across the local networks. An earlier TV show in Tblisi,
the Georgian capital, also included extensive interviews with the in-
dividual musicians in the band.

For most of the tour the band performed in beautiful concert halls
with excellent acoustics and wonderful pianos. These high points
were framed with a beginning and ending which were less salubrious.
Difficult long distance communications sometimes meant that the
local entrepreneurs were uncertain whether the band was really
coming. The final concert in Moscow, for instance, was only set up
while the band was actually into the tour. As noted jazz commenta-
tor and host Alexi Bateshev observed, “This is a city of 8 million
people. If we had known sooner we could have filled a large concert
hall several times over. There are a lot of jazz fans here.” So it was a
disappointment that the band’s music only got to be heard by several
hundred people in Moscow. At least the city’s musicians were there
in force.

After more than 40 hours of travel from Canada the band arrived in
Batumi, a Black Sea resort only ten kilometres from the Turkish
border. This was the first of three concerts in Georgia. The venue was
a wonderful old building which normally housed a circus. The only
piano in the place was way up on the balcony. As Dave explained,
“These concert promoters were wonderful. They couldn’t do enough
for you. Somehow or other he found a Fender Rhodes and the concert
ran smoothly with an audience of close to 6Q0 enjoying the music.
The next day we went to Kobuleti. We played in a football stadium,
and a concert had never been held there before! Once again the
entrepreneur was improvising, trying to get the stand built to support
the band!”

rom there the bus headed to Tblisi, the capital of Georgia. It's a

beautiful sub-tropical city set in mountains and has a very Medi-
terranean feel. Like the event in Moscow too little time prevented the
word from getting out and only a small audience heard the band per-
forming in the Sports Palace, capable of holding 20,000. It was the site
of one of the Benny Goodman concerts in 1962. The local musicians
were there, of course, and the band put out as if there were thousands
on hand.

Everyone was impressed with the warmth and hospitality of the
people of Georgia. The Canadian musicians experienced the same
unending sense of celebration as that experienced previously by
Goodman’s musicians.

The musical high point of the whole tour was probably the three days
in Perm. “We even called a rehearsal there, just to touch up on things
which weren’t quite right. It was such an unusual experience for any
Canadianband of any size to play for such large audience on a nightly
basis that we wanted to make sure we were ready!”

On arrival in Perm a TV news crew was waiting to interview “the
Maestro”. Not only was the interviewer knowledgeable about jazz she
also wanted McMurdo’s view on the elections then being held for the

first time. Neatly sidestepping a potentially awkward moment he
merely stated that he was glad the Russian people were exercising
their democratic rights.

Three sold out concerts were held at the Tchaikovsky Ballet and
Opera House. A large sign over the stage backdrop carried a huge
maple leaf flag and the name of the orchestra in Russian. In the lobby,
each night, there was a brisk trade in posters in English. The acoustics
of this hall are phenomenal and the band responded with brilliant
performances.

Hospitality in Perm was first class: a lake cruise, sessions and plenty
of parties. It was there that the band pooled all its Canadian
foodstuffs, augmented by a few local delicacies, and threw a party in
its hotel suite for the local hosts and musicians. The Russians gobbled
up the Canadian canned foods while the Canadians filled up on
Russian specialties. Contrary to the fear before they left that there
would be food shortages it must be said that nearly everyone returned
home a few pounds heavier! There was always plenty of food and at
the private parties in people’s homes all manner of food and drink
magically materialized!

o it was appropriate that the final Moscow concert took place in

the Theatre of Friendship. That was certainly what was achieved
by this group of highly skilled and dedicated Canadian musicians
who carried the jazz message across thousands of kilometres of Soviet
territory.

Donna McMurdo and Gord Graham kept the organization moving
while Dave McMurdo concentrated on musical matters and his role
as “The Maestro”, a position of respect rarely accorded the leader of
a jazz band in the culturally and financially moribund Western
world. [ ]

BAND PERSONNEL OF THE DAVE MCMURDO ORCHESTRA WHO PARTICIPATED IN THE
JUNE 1991 tour OF THE SovieT UNION.

Trumpets: Sandy Barter, Mike Malone, Chase Sanborn, Kevin Tur-
cotte, Neil Christoffersen

Trombones: Dave McMurdo, Rob Somerville, Terry Lukiwski, Ted
Bohn, Bob Hamper

Reeds: Don Englert (alto), Mark Promane (alto), Alex Dean (tenor),
Michael Stuart (tenor), Perry White (baritone)

Rhythm: Gary Williamson (piano), Reg Schwager (guitar), George
Mitchell (bass), Kevin Dempsey (drums)

AN ARTICLE BY JOHN NORRIS

FOOTNOTE: In April 1992 the Dave McMurdo Orchestra performed for
five nights at Toronto’s Montreal Jazz Club. Phil Sheridan recorded the
music for future release on CD. The band’s first recording is now available
on Jazz Alliance and features the compositions and arrangements of Mike
Malone, Dave McMurdo, Phil Nimmons and Don Thompson.
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BOB THIELE

ONCE AGAIN FLYING DUTCH

An Article
By James Rozzi

Not long ago a sixty-eight year old
record producer named Bob Thiele
was heard making this comment in his
warmed-over Bogart accent: “It’s too
much work trying to produce records
and run the entire business end of a
record company too. Being a pro-
ducer is what | find | really should have
been doing all along.” And yet, the
man who gave us such diverse and
classic sounds as Coleman Hawkins’
The Man I Love, )Jack Kerouac’s contro-
versial readings to the tune of tenorists
Zoot and Al, Buddy Holly’s That'll Be
The Day, and John Coltrane’s A Love
Supreme is back from a relatively short
tenure as an independent producer
and once again delving into the “busi-
ness end “ with his own newly inaugu-
rated record label called Red Baron
Records.

n what is often regarded as the most cut throat of businesses,

success in the recording industry doesn’t come easy, whether

measured by dollars and cents or the making of a true to your
heart good record. Not being one to succumb to the whims of
society, Bob Thiele has always marched to the beat of his own
drummer. It is by happenstance that throughout his fifty years in
the studios, Thiele’s drummer just happened to be playing a beat
that everyone could groove to. “I never think in a commercial
sense,” states the unassuming Thiele. “The jazz records I've made are
made for me. [ put together the players that [ personally love.”

Recalling his early childhood which found his family abandoning
Brooklyn for suburban Forrest Hills when he was seven, Thiele
reminisces, “There was always music around the house. My father
was always bringing home records, 78s of the popular big bands, but
there was no musical background to speak of. Hal Kemp lived about
three doors down from us. While I was in early high school, I became
interested in jazz and collected jazz records. I spent an abnormal
amount of time listening to them. It was records in the daytime and
live music at night; we’d go to Nick’s in the Village, which was sort
of a home for Eddie Condon'’s groups. My parents probably thought
I was nuts because while most kids were out in the street playing
baseball, I was in my room for four or five hours straight listening to

COUNT BASIE, BOB THIELE AND DUKE ELLINGTON ¢ PHOTOGRAPH BY BILL MORH
jazz..Jelly Roll Morton, Bix Beiderbecke, Benny Goodman....”

“In my last year of high school, one of the year end assignments was
to design a logo for a fictitious operation and I picked a record logo
and designed two, one of which was called Signature. Coinciden-
tally, about that time [ began to hear so many musicians who weren’t
being recorded that I went ahead and started to make records for
what became a real company called Signature.”

How did the musicians take to the seventeen year-old producer? “I
was always well received. It’s difficult to talk about yourself,” says
Thiele candidly, “but my personality was such that they knew I was
for real and not just some jerky kid. I was really into the music and
I think they respected that. I've always gotten along with musicians
very well. That’s the reason I've been able to work with so many of
them and maintain those relationships.”

At about the same time—in the late 1930s—Thiele and his friend
Dan Priest started one of the earliest monthly jazz magazines, titled
Jazz. Thiele remembers, “We had great writers, like Doug Ramsey,
Charles Edward Smith, and Charles Paine Rogers who would write
for us for nothing, just to get their stuff in print. There was no outlet
for important jazz writers.”
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with Frroll Garner’s first sides on Classic Pianos CBS 38851),

Thiele’s Signature label became quite successful, pressing as
many records as possible with the limited quantities of shellac
available during World War II. Thiele entered the Coast Guard and
was lucky to be stationed at Manhattan Beach, Brooklyn, from
whence he and his cohorts (including fellow Guard member Shelly
Manne) could wander onto 52nd Street and dig on a nightly basis
while making important contacts for recording. “We’d record at
midnight because of the military schedule; we had to be back by
dawn,” remembers Thiele. “One of the sessions produced what I
consider to be a classic, The Man I Love (available on Classic Tenors:
Lester Young/Coleman Hawkins CBS 38446). At the time, most
companies would press only 10-inch 78s. But the reason The Man I
Love turned out as a 12-inch 78 was simply because Coleman
Hawkins wouldn’t quit. He’d take extra choruses. I'll never forget..We
were recording at radio station WOR in the middle of the night and
right during the middle of that record, a cleaning woman walked in
with a mop, intent on cleaning the studio. I literally walked out into
the studio, put my fingers to my lips to be quiet, then held her arms.
They played, and I'm holding the cleaning woman. That'’s a part of
The Man I Love that not too many people know about.”

Following his initial sessions with Art Hodes (available along

After selling stock in the company and expanding into the pop field
with records by Johnny Long and Skinnay Ennis, Signature became
unwieldy as badly organized distribution by General Electric Corpo-
ration pushed the early independent label into bankruptcy. “Gen-
eral Electric’s branch managers were told to order a lot of records and
did, so we thought we were selling a lot of records,” Thiele recounts.
“We couldn'’t figure out what was wrong. One summer we travelled
West and found thousands of records in the basements of their
stores. It happened so quickly that Signature just folded up in 1948
or 49.”

Following several “meaningless jobs,” Thiele went to work as assis-
tant producer for the newly formed Coral label, conceived by Decca’s
Jack Kapp to give the burgeoning independent labels a run for their
money. “Coral was distributed by people who were distributing the
independents,” recalls Thiele, who soon became head of A&R.
“Decca was really out to drive these smaller labels out of business.”
The scenario that followed surpassed their greatest hopes.

“The Crickets had recorded That’ll Be The Day in New Mexico and
the record wound up with me, to audition it. Unbeknownst to me,
it had already been played at Columbia and several others. Nobody
wanted it. I freaked out...I loved that record. I wanted to put it out
but the company brass were opposed, mainly because it was a little
too raucous for the Coral label, which was into Lawrence Welk and
Teresa Brewer. I remembered that Decca owned the Brunswick label,
so [ suggested we put it out on that. They agreed, only because I was
the young ‘hot’ producer. By this time I had a lot of hits. In fact,
that’s how I was able to record jazz at Coral—Hot Lips Page, Terry
Gibbs...Jazz Town, U.S.A, which was like Jazz At The Philharmonic
and really quite exciting. Basically, it was like the brass saying, ‘Let’s
keep Bob happy. Let him have his fun with jazz records as long as
he keeps making pop hits.””

“I'll never forget. I was sitting in the office and the Philadelphia
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distributor called up and wanted sixteen thousand copies of the
record shipped overnight. Later, I had the idea to put Buddy Holly
on Coral and leave The Crickets on Brunswick without breaking up
the group. The rest is history. More hits came with R&B singer Jackie
Wilson.”

From Brunswick and Coral, it was on to Dot Records where Thiele
was able to produce a few jazz sides by Manny Album, Yank Lawson,
Bob Haggart, and Steve Allen, but was principally responsible for
maintaining a pop label—an easy task after Thiele persuaded Debbie
Reynolds and Lawrence Welk to make the switch from Coral to Dot
with him. “The beginning of the end of my association with Dot,”
remembers Thiele, “was when I recorded Jack Kerouac reading his
works with Steve Allen noodling on piano. The record was seen as
obscene and pornographic, so they pulled it off the market. One
thing led to another and I left the company. Steve Allen and I then
started a company called Hanover/Signature, obtained the masters
and issued the Kerouac record ourselves. Then we made a second
one with Jack, Al Cohn and Zoot Sims; Kerouac said he’d only do
another one if his favourite musicians would play. I was
sceptical...with two tenors blowing against him...but it became a call
and answer situation and turned out beautifully. I think what
affected Steve and myself was Kerouac’s feel for jazz. He loved jazz,
but the way he read his poetry...there was sort of a flow to it that
made you think of jazz if you knew jazz. It made you think of a homn,
as if the guy played.”

Now available through Rhino Records, this boxed set (The Jack
Kerouac Collection R-70939) also contains Kerouac’s third and
final recording (originally issued on Verve) as well as a lavish 40-page
booklet. Even Thiele is impressed: “It’s one of the most beautiful
boxed sets you’d ever want to see. Steve and I helped them by doing
interviews. It’s just beautiful.”

After achieving a reasonable amount of success with Hanover/
Signature by following up the Kerouac releases with comedy record-
ings of Steve Allen, Jose Jemenez and Don Knotts, along with jazz
recordings by Ray Bryant, Toots Thielmans, and an interesting Don
Elliot/Sasha Berland record of chipmunk-type scat—The Nutty
Squirrels—Thiele changed companies, leading to a quantity of
recordings that set the jazz world on its ear.

As the first ads announcing the arrival of ABC’s new label, “Impulse!
The New Force In Jazz Recording,” appeared in a 1961 issue of
Downbeat, Creed Taylor’s initial sides as A&R man were in fact not
nearly as forceful as those yet to come. The first Impulse releases
were: The Great Kai & J.J. MCA 39109 (sideman Bill Evans keeps this
somewhat interesting), Ray Charles: Genius + Soul = Jazz (available
on DCC Jazz Classics), and The Incredible Kai Winding Trombones
(currently unavailable). The fourth, and by far the most interesting
of these, Gil Evans: Out Of The Cool MCA 5653, gathered up five
stars from db, finding reviewer Gilbert M. Erskine impressed at
seeing “Evans plain—not concerned with creating suitable settings
for Miles Davis.”

Taylor was soon replaced by Bob Thiele, who relates in Ted Fox’s In
The Groove: The Stories Behind The Great Recordings (St. Martin's
Press/1986): “I don’t know the arrangement [Taylor] had with ABC,



but after he made the first six or seven, I came in and they asked me
to continue the Impulse catalogue. I know [ was living in the studio.
QOver a period of three to five years, maybe, I must have made literally
two hundred albums.”

Coincidentally, tenor saxophonist John Coltrane, who became
Thiele’s principal artist, was the only Impulse artist signed to a
contract upon Thiele’s arrival. Coltrane’s first Impulse album,
Africa/Brass MCA-Impulse 42001, is comprised of beauti-
fully orchestrated arrangements by Eric Dolphy. This Creed
Taylor production was the sixth album in the catalogue
(followed by Oliver Nelson’s triumphant Blues And The
Abstract Truth MCA-Impulse 5659). The current CD edition
has been expanded to include the original Volume 1, plus
Volume 2—three additional takes from the same early sum-
mer 1961 session, first issued in 1974.

Several months after the Africa/Brass sessions, Thiele was on
location, recording Coltrane with his working band of McCoy
Tyner (p), Reggie Workinan, Jitnmy Garrison (b), Eric Dolphy
(bcl) and Elvin Jones (d). Unfortunately, only some of the
material recorded during Trane’s November week at the
Village Vanguard was released, a little at a time, on several
individual albums, including: “Live” At The Village Van-
guard MCA-Impulse 39136, Impressions MCA-Impulse 5887,
and John Coltrane: The Other Village Vanguard Tapes, an
important twofer LP, issued in 1977 but now unavailable.
With only a small portion currently available, one can only
wonder why MCA hasn’t taken the time to compile all
twenty-two tracks of this important music into a boxed set,
for these are undisputed classic Coltranessides in spite of the
controversy surrounding their initial release.

In the early 60s, a barrage of critical denunciations that centered
around the call to arms, “anti-jazz,” led Coltrane and Dolphy to
subject themselves to a callous interview, published in the April 12,
1962 issue of Downbeat as John Coltrane and Eric Dolphy Answer The
Jazz Critics. Thirty years later, Thiele still gets emotional as he
recounts the critics’ egoistical train of thought: “We decided to
straighten these guys out once and for all by showing them that John
was as great as we thought. I had the idea, but I put it through to
John, and that’s how the albuins Ballads (MCA-Impulse 5885) and
John Coltrane And Johnny Hartman (MCA-Impulse 5661) came
about. I had the idea of the vocal; he chose Hartman.”

As coincidence would have it, Coltrane’s regrettable decision to have
his mouthpiece refaced at this time temporarily rendered him
incapable of playing anything outside the realm of stately lyricism.
His “sheets of sound” were gone with the wind, but regardless of the
circumstances, Coltrane was at his expressive peak on these LPs,
pouring his soul into gorgeous ballads such as Say It (Over And Over
Again), You Don’t Know What Love Is, Too Young To Go Steady, I Wish
I Knew, What’s New, It’s Easy To Remember, All Or Nothing At All, Nancy
(With The Laughing Face) on Ballads, and They Say It’s Wonderful,
along with Dedicated To You, My One And Only Love, Autumn Serenade,
You Are Too Beautiful and Lush Life in the company of the beautifully
resonant baritone voice of Hartman. The resulting blatant affirma-
tion of Coltrane’s sensitivity sent many a critic scurrying to save face.

“Coltrane was not one of these ‘haters’...anti-establishment
guys...L.eRoi Jones, guys like that,” emphasizes Thiele. “They were
really reading more into his music than they should have. They
assumed too much. Coltrane was playing music and that was it. [
never heard him say two words about social problems or economic
problems. He gained freedom from all of that through his music. He
was really a very down to earth, relaxed, quiet sort of guy. He was
finding peace, really.”

. . ®
JOHN COLTRANE & BOB THIELE « PHOTOGRAPH BY JOE ALPER

“A lot of musicians at that time were militant,” he continues. “There
was that period, and [ was into it myself. I thought I was helping the
cause by getting involved with some of these people. [Charlie|
Haden's group was definitely inspired by this...a militant musical
organization (Liberation Music Orchestra MCA-Impulse 39125).”

Thiele also brought together the seeming unlikely pairing of Col-
trane and Duke Ellington in September of 1962 (Duke Ellington &
John Coltrane MCA-Impulse 39103), with dramatic results. “I had
become friendly with Duke back when I was a kid,” Thiele remi-
nisces. “Whenever I had a chance, I'd go and hear his band. I
idolized him. He was a great musician and a great human being.” In
addition to being one of Ellington’s close friends and biggest fans,
Thiele had previously recorded Duke and Coleman Hawkins (Duke
Ellington Meets Coleman Hawkins MCA-Impulse 5650) with em-
pathetic aid from FEllington sidemen Ray Nance (crt,v), Lawrence
Brown (tbn), Johnny Hodges (as), Aaron Bell (b) and Sam Woodyard
(d), as well as the wonderful combination of Duke with Louis
Armstrong’s band playing an all-Ellington program, available as
Louis Armstrong/Duke Ellington: Together For The First Time &
The Great Reunion Mobile Fidelity Sound Lab UDCD 01-10514.
Another Louis Armstrong/Bob Thiele collaboration generated
Armstrong’s hit single What A Wonderful World, co-written and
produced by Thiele.

“I think one of the most important things about being a producer is
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to keep the enthusiasm level high and also, to let the musicians know
when we've captured something classic. For jazz, it's true that the
more you record something, the more it’s liable to go downhill. The
spontaneity is so important. Of course, with Ellington, if it’s there
in one take...even if there are some flaws in a solo or whatever...if it's
exciting, usually Duke would go with that one version. Coltrane
would always record a piece over and over again; he’d be in the
studio for hours.”

ARCHIE SHEPP AND JOHN COLTRANE e PHOTOGRAPH BY DENNIS HENDLEY

“During the Ellington-Coltrane session, at the end of one of the
tunes.. first take...I looked out into the studio and I could see that
Coltrane wasn'’t quite sure. I went over to Duke who said, ‘Yeah.
That was it.” He looked at Coltrane and said, John, let’s go with this.’
So, Coltrane said to use it as the master. From that period on,
Coltrane learned that you don’t have to dwell on one tune over and
over again.”

“We were making more records than we could release of Coltrane,”
continues Thiele, “but I knew that I needed to capture as much of
him as possible. I'd schedule the date at night, then come in the
following morning and say, ‘Oh, I recorded Coltrane last night.” |
figured if they were going to fire me, at least [ would have made that
last record.”
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do you feel is most important,” Thiele is quick to respond: “I

think A Love Supreme (MCA-Impulse 5660) is probably most
important,” then reiterates, “Coltrane and Hartman, Coltrane and
Duke, and Ballads...” As a footnote, for this reviewer’s ears, Crescent
MCA-Impulse 5889, Coltrane Live At Birdland MCA-Impulse 33109,
and of course, the sides recorded live at the Village Vanguard belong
right up there as well.

In response to the inevitable question, “Which Coltrane record

In the October 18, 1969 issue of Billboard magazine, Frank Kofsky
rightly predicted, “It is as certain as anything can be that when the
history of the black music from this tumultuous decade is written,
considerable space will have to be devoted to the recording activities
of Bob Thiele.” Always willing to share accolades, Thiele gives credit
where credit’s due: “Coltrane was always responsible, because John
would always call me and tip me off as to who was good and what
guys were playing where.” Thiele’s open-mindedness resulted in
fine recordings by the likes of saxophonists Albert Ayler (Live At
Greenwich Village MCA-Impulse 39123) and Archie Shepp (Fire
Music MCA-Impulse 39121) who succeed at depicting the plight of
1960s African Americans, using a musical medium.

Despite condemnation by those who refused to understand the
music, therecords sold well. But convincing the critics of even this
hard fact often took a concerted effort. For example, published in
the April 21, 1965 issue of Variety, was Thiele’s letter to the editor
regarding a piece from an earlier issue entitled Jazz Mugged By”New
Thing,” by staff writer Herm Schoenfeld: “Schoenfeld is on thin ice
when he states that records by ‘new thing’ artists do not sell,” begins
Thiele. “Today’s college students, young writers and critics all rec-
ognize the new jazz as a sincere means of expression. Jazz record
sales (especially avant garde music) are greater than ever.”

Even at ABC-Impulse, Thiele had his battles, as he relates ina 1975
issue of The Songwriter’s Review: “I wanted to record Pharoah
Sanders for ABC. It took me two months to get approval to record
him and no one wanted to spend any money. The first album was
made for scale. I think he got $300 or $400 to make the record. And
until the record came out, everyone said, ‘What kind of crap is this;
this isn’t going to sell; it doesn’t mean anything; it’s a lot of junk; you
can’t dance to it; you can’t listen to it.” But after the record came out,
I remember the president of the company saying, ‘Hey, did we sign
that Pharoah Sanders?’ I said, ‘No, you didn’t want to.” ‘Oh,” he said,
‘Sign him up now; let’s get him.”” For his follow-up, Sanders’ second
Impulse album, Karma (MCA-Impulse 39122), topped the Billboard
jazz charts for the entire summer.

Never abandoning his roots, Thiele continued to promote the non-
"New Black Music” (NBM) side of Impulse as well. Swinging straight-
ahead dates prevailed, such as the classic recordings: Count Basie
And The Kansas City 7 MCA-Impulse 5656, an outstanding swinger
from 1962, features Thad Jones (tpt), Frank Foster (ts), Frank Wess
(f1), Eric Dixon (fl, ts), Freddie Green (g), Ed Jones (b) and Sonny
Payne (d); a 1965 quartet date of Sonny Rollins On Impulse MCA-
Impulse 5655; Sonny Rollins: Alfie MCA-Impulse 39107, with fine
arrangements by Oliver Nelson; Art Blakey: Jazz Messengers MCA-
Impulse 5886, featuring Lee Morgan (tpt), Wayne Shorter (ts), Curtis
Fuller (tbn), Bobby Timmons (p) and Jymie Merritt (b); Charles



Mingus: Mingus Plays Piano Mobile Fidelity Sound Lab MFCD 783
highlights Mingus’ gentle side with solo piano renditions of ballads
Body And Soul and I Can’t Get Started; Black Saint And The Sinner
Lady MCA-Impulse 5649, a dynamic extended work for Mingus’ all
star eleven-piece ensemble; The Artistry Of Freddie Hubbard MCA-
Impulse 33111, finds the trumpeter sharing the front line with the
underrated tenor of John Gilmore, who is seldom heard outside the
realm of Sun Ra’s Arkestra.

Thankfully, the future of the Impulse reissue program (which has
been at best an MCA afterthought), lately has come under the
guidance of Michael Cuscuna, who already has worked his magic on
many labels, including Blue Note and his own reissue label, Mosaic.
The MCA subsidiary, GRP Records—previously known for pop-
jazz—is now the umbrella label under which all MCA jazz, including
Impulse, will be issued and reissued. Several Thiele-produced
Impulse sides recently reissued under the GRP banner are John
Coltrane: Live In Japan GRD-4-102, a remarkable four CD set from
1966 which was three-quarters unavailable in this country until
now; the turbulent sounds of John Coltrane/Archie Shepp: New
Thing At Newport GRD-105; duets with percussionist Rashied Ali
on John Coltrane: Interstellar Space GRD-110; folksy melodies and
expressive overblowing on the exemplary Albert Ayler: Love Cry
GRD-108; Stanley Turrentine: Let It Go GRD-104, a swinging
quartet recording featuring Shirley Scott on organ; introspective trio
and sextet sides from 1964, now released as McCoy Tyner: Today
And Tomorrow GRD-106; and Oliver Nelson: Soundpieces GRD-
103, big band arrangements with an additional five tracks of out-
standing small group blowing by the leader.

Impulse continued into the late 1960s and 70s without Thiele, who
remained at ABC for a short while starting a label called Bluesway,
dedicated to the recording of great bluesmen like
B.B. King, Muddy Waters, T-Bone Walker, Eddie
“Cleanhead” Vinson and Joe Turner (Turner’s
Singing The Blues MFCD 780, now available
through Mobile Fidelity Sound Lab is a fine ex-
ample). Many of these relationships carried over
into Thiele’s own BluesTime label, one of several
subsidiaries of the Flying Dutchman label he
began in 1969. Then it was Dr. Jazz and Teresa
Gramophone in the 1980s, which, despite their
successes, led Thiele to make the statements which
introduced this article. Before throwing in the
towel to end those ventures, he was caught in a
moinent of scepticism, telling Ted Fox in 1985, “1
have a label right now called Dr. Jazz. If that label
was not distributed by CBS, I would not be in the
record business.”

After a stint as an independent producer with a
slew of well-received late 80s and early 90s record-
ings for a number of labels (check out Power Trio
on RCA Novus, with John Hicks (p), Cecil McBee
(b) and Elvin Jones (d), or a straight-ahead blow-
ing date by David Murray, entitled Ming’s Samba,
on CBS-Portrait), the Dutchman is once again
flying Dutch—Thiele is back with his own label,

again distributed by CBS (more precisely, in the succinct corporate
jargon of one of their publicists, CBS is now “SONY...no baloney.”).
The release of Red Baron Records’ first four recordings shows that
Thiele hasn’t lost his touch at producing winning combinations of
artists and repertoire.

Tenor saxophonist David Murray is not particularly renowned as a
performer of the standard tune, but as the first artist to be featured
in a series of biannual recordings under the heading, “The Bob
Thiele Collective—a rotating cast of today’s best artists,” his origi-
nal material yields to highly personal interpretations of familiar
romantic fare on Sunrise, Sunset (Red Baron AK 48632). Six of the
seven cuts are ballads(Body and Soul, Round Midnight, Old Folks, We’'ll
Be Together Again,You Don’t Know What Love Is, Goodbye), the only
exception being the title track, which initiates intense blowing over
a vamp reminiscent of Coltrane’s My Favorite Things. Similarly, this
release calls to mind the semblance of another, previously cited
moment in history when players leaning toward the hard avant-
garde were given the opportunity to re-acquaint themselves with
their softer sensibilities. This is not to mention the inevitable
exploration of their roots. One musical quote comes by way of
Murray subliminally copping a taste of Coleman Hawkins on the
very first turnaround of Body and Soul... no great surprise as Murray’s
sound is steeped in the richness of the big-toned tenors of yore. John
Hicks (p), Cecil McBee (b) and Andrew Cyrille (d) round out this well-
conceived co-op who chose to tastefully revitalize seven old poetic
beauties.

Reaching into a “previously unissued” bag of tricks and coming up
with 64 minutes of marvellously recorded, live Duke Ellington is as
fine a way as any to inaugurate a new record label. Recorded in July
of 1960 at Mather Air Force Base, California, Hot Summer Dance
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(Red Baron AK 48631) finds this band at its swinging best, with many
spirited intros and codas by the maestro. The title is deceiving as
Ellington chose to cover a broad spectrum of the band’s repertoire,
some of which was never conceived as dance music. In addition to
more familiar danceables like Satin Doll, Laura, [ Got It Bad and That
Ain’t Good, Just Squeeze Me, Tenderly, All of Me, and It Don’t Mean A
Thing If It Ain’t Got That Swing (the latter three featuring Johnny
Hodges), Ellington concertized with fresh renditions of the Elling-
ton/Strayhorn adaptation of The Nutcracker Suite, Such Sweet Thunder,
Pretty and the Wolf, and tenor saxophonist Paul Gonsalves’ extended
foray through Diminuendo and Crescendo in Blue. Ellington’s road
band consisted of: Willie Cook, Fats Ford, Eddie Mullens (tpt); Ray
Nance (cmt & vcl); Lawrence Brown, Britt Woodman, Booty Wood
(tbn); Russell Procope, Johnny Hodges, Jimmy Hamilton, Paul
Gonsalves, Harry Carney (reeds); Ellington (p); Aaron Bell (b); Sam
Woodyard (d). Considering the broad array of well-played material
in conjunction with the excellent sonics (which clearly and accu-
rately reproduce both the band and Duke’s spirited verbal cues from
within), this CD is a very welcome addition to the Ellington
discography.

Thiele’s wife of nineteen years, singer Teresa Brewer, celebrates a
tribute to Louis Armstrong by giving ample solo space to twelve of
the brightest trumpet stars ever to appear on a single recording: Red
Rodney, Lew Soloff, Terence Blanchard, Yank Lawson, Wynton
Marsalis, Clark Terry, Freddie Hubbard, Ruby Braff, Nicholas Payton,
Roy Hargrove, Harry “Sweets” Edison and Dizzy Gillespie. If you're
a fan of Brewer’s prepubescent style and a jazz lover, this recording
may prove to be the best thing that ever happened to you. With all
of the great blowing, it’s undoubtedly the best thing that ever
happened to her. Memories Of Louis (Red Baron AK 48629) is a
sincere effort to convey the joyfulness of Pops, with felicitous
renditions of St. Louis Blues, What A Wonderfil World, Basin Street
Blues, I Can’t Give You Anything But Love, and eight other Armstrong
chestnuts.

Coltrane’s most famous bandmate, pianist McCoy Tyner, is found
reviving his heated days at Impulse on 44th Street Suite (Red Baron
AK 48630). Fluid and fluent conversations evolve from David
Murray (ts), Arthur Blythe (as), Ron Carter(b) and Aaron Scott (d), as
Tyner picked relevant topics, from reiterations of the “new thing” to
strictly “old business.” Stated most articulatelyis the improvisatory
title track (in quartet with Scott, Carter, and a very happening
Blythe), with more conventional topics covered by the quintet: two
pounding blues (Not For Beginners and Bessie’s Blues), and two
introspective ballads (Falling in Love with Love and Ellington’s
obscure tribute to Thiele, Blue Piano).

As Bob Thiele assembles the players he loves and issues his record-
ings with the care and attention to detail that come through years
of experience, we can once again anticipate some of the hottest
sounds available. “I think the producer is like the in-house critic at
a recording session,” summarizes Thiele. “When the take is good,
that’s the one you should go with. All I've had to guide me are my
two ears.”

Two ears and the beat of his own drummer—who grooves. [ ]
