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At your bookseller, or send $37.00 in
U.S. dollars per copy ($30.00 plus
$7.00 for shipping and handling by
United Parcel Service) to:

The Story of Ralph Sutton
by James D. Shacter

The Updated and Expanded Edition of Piano Man
Jaynar Press
N ' ' P.O. Box 14221
The 1994 edition of the Ralph Sutton biography includes: Chicago, Illinois 60614

e the text of the first edition, containing much additional material.
Please use the following rates for shipping and handling by

® 11 new chapters, bringing the Sutton story up to date. the USS. Postal Service to:
® 64 pages of photographs, twice as many as the original book. =~ Canada-$3.00 (surface) or $6.00 (air)
L. . Europe-$4.00 (surface) or $17.00 (air)
® 3 COlOf painting Of Ralph at the p1ano. Australia/New Zealand/Japan-$4.00 (surface) or $24.00 (air)
®an updated discography. If you prefer shipment by UPS outside the United States

and Canada-available by air only—please contact the
publisher for the rate.
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ORNETTE
| COLEMAN

JAZZ 1S A MUSIC IN WHICH A SPECIAL
HESITATION NEEDS TO BE OBSERVED
WHEN DOLING OUT PRAISE. In particular,
whenever it is muttered, the word “masterpiece”
should give its speaker pause. That term carries a
strong connotation of completion, of success, of
aesthetic absolutes, and therefore of stasis. But
jazz is fundamentally opposed to such a lack of
motion; instead it embraces change — even when
it dispenses with the changes. The centre of grav-
ity of jazz is live; it all comes together or falls apart
in performance. On the other hand, the moniker
“masterpiece” is a value ascription more appli-
cable to product-oriented cosmologies, ones that
celebrate the endurance and immortality of a
given piece of musicrather than processual music
in which what is at stake is what you make out of
your life.

Nevertheless, I will hazard that it doesn’t neces-
sarily diminish this observation to insist that
Ornette Coleman’srecordings for Atlantic Records
are masterpieces. They sit alongside the greatest
musical artifacts of the 20th century —hyperbolic,
but true — and at the same time, when considered
in their historical context they give evidence of a
musician at work on the margin of the jazz vo-
cabulary, challenging the music’s accepted
frameworks and foundations, while taking aim at
an ideal of beauty outside of that heuristic world.
Thus, Coleman created living music at that same
time as he created masterworks. Recording didn’t
compromise him, and the freshness and vitality
of his early music 35-years after it was made
proves the point.

The complete material that Coleman recorded for
Atlantic between 1959 and 1961 - excepting a
reportedly large number of tapes that were tragi-
cally lost in a warehouse fire in 1976 — has been
collected by Rhino on Beauty Is a Rare Thing, a
lavish 6-CD set issued together with a 70-page
booklet in a lovingly packaged box. The liner
book is chock full of vintage photos, many from
unfamiliar studio shoots. A sharply-dressed
Ornette peers coyly off the back of the box, white
plastic alto in mouth, while a snapshot on the
front of the booklet catches him in a more pasto-

4 CODA ORNETTE COLEMAN ¢ PHOTOGRAPH BY VAL WILMER



BEAUTY IS A RARE THING

THE COMPLETE ATLANTIC RECORDINGS
A review by JOHN CORBETT

ral moment outdoors beneath a fir tree. Other
visuals include session reports detailing a couple
of the nine major quartet recording sessions,
Coleman’s original hand-written titles for
Ornette!, reproductions of the original record
covers, and an alternate version - almost as
zombified — of the terrifying cover photo to This
Is Our Music. Along with an essay from Robert
Palmer and fascinating explanations of some of
Coleman’s titles (the Freudian acronyms of each
tune on Ornette!, for instance), there are short
epigraphs by musicians from Maynard Ferguson
to Thelonious Monk (above a beaming, clean-cut
photo of Jackie McLean he’s labelled as “Jackie
Mcclean”). Conspicuously missing, however, are
any remarks from Ornette’s later inheritors, like
Anthony Braxton or Henry Threadgill; frankly,
their comments would have been far more ger-
mane than those of Herbie Hancock.

As for the music, I would be saying nothing new
to sing its praises. Coleman was playing in top
form for the full period documented here, his alto
solos flexible, his tone distinctive and at times
incendiary. Constant companion Don Cherry is a
joy to hear; few trumpeters have matched him for
sheer inventiveness and simple, elegant creativ-
ity. Of course, it is now something of a cliché to
note the significance of Ornette’s decision to go
without a piano, though this was hardly unheard
of by 1959. But Coleman’s rationale was more
fundamental and structural than, say, Gerry
Mulligan’s. The pianowasmorethan an unwanted
timbre, it was a cage; the act of running the
changes, which became the fulcrum of hard bop,
was a harmonic restriction out of which the dif-
ferent Coleman quartets squirmed. What this
revelation unleashed was not a reign of chaotic
terror as prophesied by mainstream critics and
fans, but various forms of polytonality in which
provisional tonal centres are established and
shifted by a soloist. In fact this move does not do
away with harmony, since any truly melodic
statement always infers a harmonic support. In-
stead, it allowed the musicians to adjust these
tonal centres more quickly and to superimpose
them without having to answer to a higher har-
monic authority.

DON CHERRY & CHARLIE HADEN ¢ PHOTOGRAPH BY PETER DANSON

Listening to the very earliest session — most of which was released as The
Shape of Jazz to Come - invites comparison with Coleman’s sides for
Contemporary, Something Else! and Tomorrow Is The Question. Much
as [ like those two records, they seem merely to presage the strides taken
with tunes like “Focus On Sanity” and “Eventually.” Both in terms of
the daring-do of the solos and in the construction of the tunes, by the
time of Ornette’s Atlantic sessions he and his cohorts had moved to a
very new place. It's commonplace now to wonder why Ornette’s music
was so vigorously denounced, given its brightness, bounce, swing, and
basic geniality. In the liner notes, Yves Beauvais, who produced the
compilation, writes: “The arrival of Ornette and his men on the jazz
scene in the late '50s created considerable controversy. Yet, when
listening to these compositions with 1990s ears, with post-punk, post-
metal, post-minimalism, post-distortion, post-Metal Machine Music
ears, itis hard to understand what the fuss was all about... it is in no way
difficult.”
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I have to disagree with this position, though.
While I admit that the intervening decades of
music have perhaps stretched the publiceardrum,
if you listen carefully to what Ornette is doing,
especially vis-a-vis the accepted contours of a jazz
solo circa 1960, then his incipient harmolodics
seem appropriately radical. And more so now,
given the current attempt to mummify jazz. In
1994, in the context of rebop and bebop, Ornette’s
extended overhaul of bebop is practically as revo-
lutionary a statement as it was then. Maybe more
so.

What is nice about the programming of Beauty Is
a Rare Thing is the way it pulls all the sessions
back into shape, drawing material from later
records like Twins and the ultra-scarce Japanese-
only For Whom Who Keeps a Record, as well as
six never released tracks, and collating the tracks
back into their initial point of origin. For listeners
like me, who didn’t have the Japanese record, that
means there are more than a dozen unfamiliar
compositions here, which would in itself be cause
for joy. What is lost in the process of reconstruct-
ing the sessions is the sense of cohesion that
albumslike Change of the Century and The Shape
of Jazz to Come had when they hit the market; of
course, you can program them on your CD player

6 CODA

so that the tracks follow their original progression, if you want
to. Thebulk of the compilation is quartets (53 out of 57 tracks),
alternating between different drummers and bassists. It's a
great pleasure to listen to Billy Higgins, then switch to Ed
Blackwell (my preference, no disrespect to Higgins), or check
outthesideswithout Charlie Haden,on which Jimmy Garrison
and alchemic Scott LaFaro join the party. Coleman’s tenor
work (alsodocumented on thelater Soapsuds,Soapsuds, which
needs to be reissued with the first and best Prime Time album,
Body Meta - both languish in the Artist House museum - is
found on six tracks from ‘61. Ornette’s growly low-register
tone is so nicely suited to the deeper instrument, it's a wonder
why he didn’t explore it more actively in the period when he
turned his attention to violin and trumpet.

Of particular interest are the longer quartet recordings with
LaFaro, which are so different, so much more open and
ranging than everything up till then. They come just a month
after “Free Jazz,” which is presented here alongside the
shorter “First Take.” In some ways it is unfortunate that “Free
Jazz,” which is not, by my estimation, one of Coleman’s most
successful recordings, is the reference point for that stylistic
advance to which it lent a name. It was an interesting attempt
to do something outside of the propulsion-oriented rhythmic
concept that his quartets generally employed, but that for-
ward-driving energy was more central to the development of
free jazz itself and the unfulfilled ideas of “Free Jazz” came to
more complete fruition six or seven years later with European
free improvisation. Indeed, I would argue thatOrnette! sup-
plied more lasting power and less tentative music than the double
quartet; perhaps that's actually the most important contribution of
“Free Jazz” which may have loosened up Ornette to deal with the
longer form solos. Also included in the box are two third-stream
compositions by Gunther Schuller that include Coleman'’s alto, both
extracted from the Atlantic record John Lewis Presents Contempo-
rary Music: Jazz Abstractions - Compositions by Gunther Schuller
and Jim Hall. Like “Free Jazz,” they provide intriguing contrast to the
quartet-centrism of this period. Interesting, as well, to compare them
with the chamber works that Coleman himself wrote and recorded on
RCA and his use of string quartet on the Town Hall record on ESP.
However, in the final report “Abstraction” (short, diffuse) and “Variants
on a Theme of Thelonious Monk” (longer, jazzier, more developmen-
tal, more Ornette, with Dolphy in the house) are less enduring than
the music of the various foursomes.

A couple of other releases have recently crept out, adding to the Ornette
family archives. Who’s Crazy, the brilliant recording by the same trio
that recorded for Blue Note (with bassist David Izenzon and drummer
Charles Moffett), is finally reissued on CD, albeit only in Japan. Mosaic
has released a box set of Don Cherry’s mid-'60s Blue Note sessions,
which include three albums (Complete Communion, Symphony For
Improvisors, and Where Is Brooklyn?) featuring Gato Barbierri, Henry
Grimes, Pharoah Sanders, Karl Berger, ].F. Jenny-Clark, and Ed Blackwell.
These may not be masterpieces in the same league as Ornette’s Atlantic
stuff, but there’s some truly lovely music here, as well. In fact, with this
much Ornette-related music coming out of the vinyl graveyard, it’s safe
to say that beauty is no longer such a rare thing. [ ]

ED BLACKWELL & ORNETTE ¢ PHOTOGRAPH BY VAL WILMER



ORNETTE AT THE MOVIES

ADVENTUROUS MUSICAL EXPLORATIONS AND AN AFFABLE PERSONALITY SHOULD HAVE BEEN ENOUGH TO MAKE
ORNETTE COLEMAN THE SUBJECT OF MANY DOCUMENTARIES BY NOW. AND SINCE HIS IMPORTANCE TO JAZZ HISTORY
IS ALMOST UNIVERSALLY ACKNOWLEDGED, HIS WORK WOULD BE PERFECT FODDER FOR FILM SOUNDTRACKS. SO THE
PAUCITY OF COLEMAN-RELATED CINEMATIC MATERIAL IS INEXCUSABLE, ALTHOUGH NOT UNSURPRISING.

OVERVIEW BY AARON COHEN e PHOTOGRAPH BY PETER DANSON

THE ONLY SOMEWHAT-FEATURE length
documentary currently available on
Coleman is Ornette: Made In America,
directed by Shirley Clarke (1987, Caravan
of Dreams Productions). Aficionados will
be interested in, but frustrated by, this
treatment. Some of the rare footage that’s
included is amazing. Coleman is shown
with Prime Time leading the Fort Worth
Symphony in a performance of Skies of
America during the early '80s. This is com-
pared to scenes of him conducting the San
Francisco Symphony as they perform his
Sun Suite in 1969. The camera also follows
Coleman to Africa when he played with
Musicians of Nigeria in 1972, as well as his
Master Musicians of Jajouka collaboration
in Morocco. As the focus shifts to Coleman’s
deliverance of his insights, he says a great
deal about a range of topics from ideas of
musical spontaneity to his admiration for
King Curtis.

What’s so annoying about this film is
Clarke’s use of distracting visual effects that
ultimately show disrespect for Coleman.
One glaring example is an incessant jump-
cut from his face to neon lights while he
discusses Buckminster Fuller. Another is
when the camera flashes on some very bad
dancers while Prime Time is playing. Clarke
seems to want to duplicate Coleman’s mu-
sical experiments with her own chaotic
editing. A straight-ahead presentation of
the music would have been radical enough.

A MUCH SHORTER, but
more rewarding, documen-
tary is the half hour David,
Moffett & Ornette, directed
by Dick Fontaine (1966,
available on video through
Rhapsody Films, P.0. Box
179, New York, NY 10014).
This film was made when
the trio of Coleman, bassist
David Izenzon, and drum-
mer Charles Moffett re-
corded the Who's Crazy
soundtrack (more about that
later). While some of the

narrator’s comments about free jazz, circa
mid-'60s, may seem entertainingly quaint
today, what Coleman and his trio say about
the creative process—and the economic re-
sponse—is remarkably relevant. The music
is beautiful. Many of the pieces that would
later appear on the Golden Circle (Blue Note)
records are seen and heard as works-in-
progress here. Izenzon, who never received
his proper acclaim, plays a haunting bowed
bass solo, and is involved in a provocative
string duel with Coleman on violin. Through
an easy sense of humour, Coleman shows
that he is always in complete control of
music that is still breaking boundaries.

PROBABLY THE BEST KNOWN of Coleman
soundtracks is the recent Naked Lunch
(1992, Milan). The subject of the film is the
mischegos inside the mind of William S.
Burroughs. Most of the music is composed
by Howard Shore, although five of
Coleman’s compositions are included. As
an orchestral conductor, Shore can be over-
bearing at times. Midnight Sunrise, per-
formed by Coleman and the Joujouka mu-
sicians, is a marvellous recording standing
on it’s own. It’s unfathomable why Shore
drowns it out with unnecessary cinematic
symphonic effects. When Coleman can be
heard, his alto sounds commanding; this is
his best playing in quite a while.

TWO 1960s FILMS that featured the Ornette

Coleman Trio are nearly impossible to find.

The records that contain the music from
them are almost as difficult to locate. Who's
Crazy (1965, Pt. 1 and Pt. 2, Atmosphere,
France) is spread out over two lps, and the
music is as stunning as the Rhapsody video
promises. On Wedding Day and Fuzz,
Coleman hauntingly extends notes, as the
keys are superimposed over Izenzon'’s bass
and Moffett’s chimes. The Chappaqua Suite
(1966, CBS, France) is in four parts spread
over a two Ip set. The trio is augmented by
eleven musicians, including Pharoah Sand-
ers on tenor, with Joseph Tekula conduct-
ing and arranging. Coleman energetically
plays throughout almost the entire record-
ing, and the collaboration is completely
successful.

ACCORDING TO David Meeker’s compre-
hensive book, Jazz in the Movies (1981, Da
Capo), Coleman also scored two short sub-
jects during the '60s. One, Population Ex-
plosion (directed by Pierre Hibert) is a
fourteen minute outcry against world over-
crowding. The other, O.K. End Here, (di-
rected by Robert Frank, 1963) is a half hour
look at a relationship. The lead actress is
Susan Graham Mingus.

John Litweiler reports on the film Box
Office, in the biography, Ornette Coleman:
A Harmolodic Life (1992, Morrow). The
score was composed by Coleman in 1981
for “a forty-piece orchestra, Prime Time, an
opera singer, and a pop singer.” Litweiler
says, “Box Office appears to
have had only a limited re-
lease, or perhaps none at all.”

Such is the film legacy of a
musical genius. Perhaps CBS
may someday reissue and re-
lease Chappaqua domesti-
cally, but don’t hold your
breath in anticipation. Al-
though David, Moffett, and
Ornette is justashort sample
of this great trio’s output,
savour it while hoping for a
revolution in cultural mar-

keting. [ |
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IN THE TRADITION

CLAUDE WILLIAMS (CIRCA 1975) BY DENNIS HESS

The year 1956 was seminal for DUKE
ELLINGTON. His recording status was
rocky, jobs on the road were tougher and
audiences smaller. The big band as an
institution was in a slump. Public taste
was fickle. Rock was on the rise. The
bebop revolution had peaked and many
musicians were exploring new, less
structured, sounds. But the Ellington
band was reborn on July 6, 1956 in a
sensational performance at the Newport
Jazz Festival, never to falter again.

Boosted by resulting publicity and a new
record contract, Ellington continued on
the festival circuit that summer, next
appearing at another New England
shindig - the first Connecticut Jazz Festi-
val, at Fairfield on July 28. Fortunately
Ellington fan and engineer Jerry Valburn
was on hand to record the proceedings
and the results are now available on
IAJRC CD 1005 in stereo( IAJRC, PO Box
75155, Tampa, FL, USA 33605). The CD,
produced for the International Associa-
tion of Jazz Record Collectors, but also
available in some stores, includes four
previously unissued Ellington perfor-
mances not on lp versions, which in-
clude IAJRC 45 and Queen Disc 044;
among these is the only known record-
ing of Hey Cherie, a cheeky novelty tune
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written by  Luther
Henderson and sung,
unfortunately off-mike,
by Ray Nance after some
French tongue banter
with the Duke. Vocalist
Jimmy Grissom is also a
victim of the wayward
mike on Good Gal Blues
but redemption comesin
the form of a sizzling
Jimmy Hamilton tenor
sax solo. Much better re-
corded is the three-part
Newport]azzFestival Suite,
slightly refined from its
premiere 22 days earlier,
with striking trumpet
contrasts between bub-
bly Clark Terry and
earthy Ray Nance, superb
clarinet from Hamilton
and heard here “live” compared with the
studio version issued by Columbia.

Many other appropriate adjectives are
used to describe the sound of brass - fiery,
burnished, bold, blue, swinging just to
choose a few. All of them apply to mem-
bers of Ellington’s orchestra but there’s
one more that is special to a trumpeter
who appeared at the same festival - it’s
tasteful, and he is Buck Clayton. This
handsome man and musician is on five
tracks on the same CD, two of them with
Ellington sidemen. Along, moody, Ad Lib
Blues has good Buck and Hamilton on
clarinet but Tea for Two is a scrappy af-
fair. Clayton'’s other three tracks are with
Willie the Lion Smith on piano, and
rhythm. Smith, an Ellington inspiration,
does his famous Fingerbuster,and Clayton
assists ably on a delightful version of
Perdido. Good value on this 69-minute
CD.

BUCK CLAYTON is the solo star on
Sackville SKCD 2-2028, which finds him
in better form, even though he was just
entering a long period of ill health, at a
1966 concert in Baden, Switzerland. He
plays with a small group led by the Swiss
pianist Henry Chaix, and anchored by
the formidable drumming of Wallace

Bishop, who went to Europe with Buck
in 1949 and never returned to the U.S.
Originating from a Swiss radio recording,
this is a happy disc, with Buck in easy-
going mood on familiar tunes like I Want
aLittle Girland You Can Depend on Me, but
more interesting in the long Good Old
Funky Blues, an improvisation he and
Chaix dreamed up, enlivened by good
old New Orleans press roll drumming by
Bishop. The real killer here, though, is a
long, bustling Stompin’ at the Savoy, with
Buckintopform and high spirits running
through a series of admirable inventions
and inspiring tenor saxophonist Michel
Pilettoattemptto emulate Paul Gonsalves
in his solo. Bishop, again, is excellent.

Tasteful is a good adjective, too, for the
trumpeting of JOE WILDER, often a
sideman, rarely a leader (like once in 30
years!), who gets a fine chance to shine
with a quartet on Alone with Just My
Dreams, Evening Star ES-101. There are
a lot of delights here, thanks to producer
Benny Carter, who contributes one tune,
Wonderland, as well as his drummer, the
excellent young Sherman Ferguson, and
his prestige to this venture, recorded in
1991 when Wilder was a mere 69. It's a
brilliant disc featuring beautiful playing
on both trumpet and flugelhorn with
superb backing by Ferguson, bassist Jay
Leonart and pianist Jimmy Williams.
Among the best tracks are Everything
Happens to Me, and a wonderfully con-
trolled, yet emotional duet by Wilder,
this time on flugelhorn, and Remo
Palmieri’s guitar on What a Wonderful
World. But the charmer on this entirely
enjoyable disc is the title number, an
undeservedly obscure tune by the late
bassist George Duvivier, delicately played
by Wilder with Leonart ably filling the
composer’s role. Wonderful value here
with over 70 minutes on the disc.

Representing a younger generation,
trombonist DAN BARRETT can also claim
tastefulnessamonghismusicalattributes.
On Arbors Jazz ARCD 19107 he attempts
something almost impossible with
Jubilesta, namely a replication of the
only other recorded version of that tune
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BY FRANK RUTTER

(title of the CD) that I know of, by co-
composers Duke Ellington and valve
trombonist Juan Tizol. They made two
stabs at it in 1937, with big band and
small, both minor masterpieces of rhyth-
mic development. Yes, unfortunately,
comparisons are invidious. Barrett’s slide
trombone version doesn’t have the snap
of the originals, and of course there are
no Cootie Williams, Barney Bigard or
Tizol on this disc; Barrett sticks close to
the melody, playing more for tone than
anything else. Having said that there’s a
tremendous range of music on this CD,
from Jelly Roll Morton’s Sweet Substitute
to Eddie Condon’s Wherever There’s Love,
a delightful ballad, most sweetly played;
from Sidney Bechet's When the Sun Sets
Down South to Roy Eldridge’s Little Jazz,
plus a neat Barrett original, Blue Chu
(they could have used this for the album
title). Barrett has ace accompanists in
drummer Jake Hanna and pianist Ray
Sherman along with David Stone on bass.
Barrett is mellifluous and musicianly,
but middle-register solo trombone be-
comes a little boring for a whole hour
without interruptions. Fortunately there
are interruptions - by Sherman, a veteran
TV and movie studio pianist, who is
nothing short of super, boogieing on
Then I'll Be Happy, bluesing on Blue Chu,
ballading, stomping or comping, as re-
quired. Barrett is tasteful but Sherman
steals the show.

After an hour of trombone comes almost
60 minutes of flugelhorn, from PETE
MINGER, sometime trumpeter with
Count Basie, who flutters and burbles his
way through 10 numbers, including the
unlikely title tune, his own composition,
Look to the Sky (Jesus is Coming Again)
with a quartet on Concord CCD 4555.
This is a more modern sound than the
other discs considered here, especially
when pianist John Campbell holds forth.
The liveliest anyone gets is on Charlie
Parker’s Moose the Mooche, when Minger
switches to trumpet; but the rest gets a
little bit monotonous, despite Minger’s
undoubted technical ability, because of
the somewhat limited tonal range of der
flugel.

There’s strange
music aplenty
on the latest in
the Yale Library
series of record-
ings by BENNY
GOODMAN,
Volume 8, on
Music  Master
0612-65093-2.
This one could

have been
called Benny
Does the Hula,
as it features
half a dozen Ha-
waiian num-
bers, unimagi-

natively played
by a listless big
band  despite
the presence of
Zoot Sims; I guess we'll have to blame
arranger Bill Stegmeyer. Things aren’t
much better on another big band num-
ber, version 1001 of Bei Mir Bist du Schon.
Andre Previn is the pianist in three quar-
tet numbers that are slick but fail to make
the toe tap. Pretty much a dead loss, this
collection. Until the last two tracks, 13
minutes of Gershwin, Rodgers and Hart
in medleys by a trio with Mel Powell on
piano. The quality of the recording is
weak, thin and echoey, as if you are
listening outside the studio, but the
quality of the music is outstanding.
Powell and Goodman strike sparks off
each other, especially on Liza, where the
pianist’s runs are positively Olympic and
Benny matches him, stride for stride.

Finally, a grand old man of jazz who was
one of the music’s best kept secrets for
more than half a century. Violinist
CLAUDE WILLIAMS finally gets his due
on two CDs, Arhoolie 405 and 406, re-
corded from performances at J's Club in
NewYorkin 1989 andtitled (you guessed)
Live at J’s. Born in Muskogee, Okla-
homa, in 1908, Williams played with
just about everyone, mostly on guitar in
his early years, but somehow missed the
limelight, giving up his chair in Count
Basie’s band to Freddie Greene, who be-

came a legend. Williams chose to bury
himself in Kansas City and Los Angeles,
playing with local blues bands for de-
cades. He was “discovered” in the late
1970s but hasn’t had much of a shake on
disc until now. Arhoolie gives him two
hours of technically well-recorded music,
spontaneous and natural in the club am-
bience. Helping Fiddler, as he’s known,
are a very fine, swinging, guitarist, James
Chirillo, Ron Mathews on piano, Akira
Tana, drums, and another mighty man
from the Midwest, Al McKibbon on bass.
Violinist-and-vocalist Williams has that
ultimate sense of relaxation that comes
with age, experience and substantial tal-
ent, and he sings and saws his way
through a wide repertoire including
Gershwin, Basie, Ellington, Kern, and
Charlie Parker. A lively, swinging Going
to Kansas City and the lovely 100 Years
from Today are two special treats. The
man'’s an ear-opener. He was 85 when
these recordings were made. Music does

keep you young. [_]

ABOUT THE WRITER

FRANK RUTTER has been a journalist for
forty years, in Canada, the United States &
Europe. He resides in Vancouver, and in the
eighties wrote a regular jazz column for the
Vancouver Sun.
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NED ROTHENBERG

INSIDE
& OUT

THE WHERE WERE YOU BORN, THE WHAT DID YOU START DOING WHEN,
AND WHO DID YOU FIRST PLAY WITH, GETS TO BE THIS FIFTEEN YEAR NARRATION THAT WIPES OUT
A WHOLE INTERVIEW. MAYBE I'VE GOTTEN TO... WELL, THERE’S AN ORGANIZATION IN THE STATES,

CALLED THE JEROME FOUNDATION. IT’S
A VERY NICE ORGANIZATION. THEY GIVE
GRANTS TO EMERGING COMPOSERS
AND THE LAST TIME | SENT AN APPLICA-
TION THEY INFORMED US WE WERE NO
LONGER EMERGING. SO | GUESS I'VE
ENTERED MUSICAL MIDDLE AGE WHICH
| THINK IS A GOOD POINT TO STOP
NARRATING MY MUSICAL YOUTH.

FROM A CONVERSATION WITH
BILL SMITH

THE MOST IMPORTANT PERIOD OF GENESIS
actually occurred around 1980 with Fall Mountain,
a group with Bob Ostertag playing synthesizers and
a violinist named Jim Katzin. It was really an im-
provising electro-acoustic group which I still think
is quite special, in that we really managed to blend
in a way that became completely impossible to tell
who was doing what. We had some quite fortunate
success. We put out a record on Parachute, Eugene
Chadbourne’s label, and got a chance to go to
Europe a couple of times. I still think the music is
nice, but it is definitely early music. After that we
broke up; Bob went into politics, Jim went off not
into music, and I was kind of left to my own devices.
[ was playing with some other people, but that was when I really
went into the woodshed and created my solo music out of
whole cloth. 1980 through '82, and there was a lot of thought
that went into that. It's not the kind of thought where you sit
and think well what am [ going to be influenced by now, but it
was a period of listening very hard to as much music as I could
and practising my ass off and really searching. There were
things that [ knew I was after technically, which Evan Parker
had certainly shown me were possible, in terms of all this
polyphonic type of approach to the saxophone. [ never took a
lesson with him, to this day, other than his example of showing
me that somehow this stuff was possible. It was pretty much
pulled out of both a need to express myself and an awareness
that I had not really found my voice on the instrument and that
it was, you know, if I worked hard something would happen,
and it did. The whole thing of practising, whether you're a
classical musician, improvising musician, any kind of musician,
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goes in plateaus. You don’t slowly increase at a steady rate from
when you first go to music school, and then every time you
practice you're a little better than last time. You in fact get into
plateaus where you go for a long time searching around and
can't find the next step, and then all of a sudden some kind of
minor or major explosion, and you're at another level. That's
the way I experience progress and I think it’s fairly common.
You have to work very hard on a continuous basis to make those
jumps happen and in fact they happen incrementally.

To me, that period in the early '80s was where the first big jump
came and I had a sense of what I had to say. A mode of playing
that is personal and deep and has real profile. The players of any
instrument, the artists of any art form that interest me are the
ones that have real profile. And that doesn’t mean necessarily
that they are the most original. You could certainly say that
such a player is coming out of such a player, but I don’t believe



THIS LAST TOUR WE DID IN EUROPE, PEOPLE CAME UP AND SAID
“WOW, YOU REALLY WROTE SOME GREAT MELODIES.” A LOT OF IMPROVISORS AND
POST-CAGEIAN COMPOSERS HAVE BECOME DEATHLY AFRAID OF MELODY.

that players who really have something to say have only looked
to their mentors to get what they’re after, they’ve also had to
look in themselves. I think Anthony Braxton and Sam Rivers,
[ listened to a lot of them, were influencing me more as people,
as kind of creative mentors just in the way that they went about
doing what they were doing, than actually whether their music
stylistically influenced me. But that’s an equally important
thing. People who show you you have to find your own way in
things, that you have to create your own exercise, create your
own path, and people who have obviously done this despite
others telling them that they are full of shit all the way along.
People always want you to do that in interviews, break down
influences, make a big pie chart and say well I'm influenced this
much by... and I really resist because it’s something I don’t do
myself. I try to look inside and see what it is I want to do and
in a way if I quantify influences too much then I get into a self-
consciousness that doesn’t strengthen the music. The periods
that have been the most creative for me are the ones where I'm
looking inside.

Obviously there are myriad influences because I'm someone
who has a very omnivorous interest in lots of different kinds of
music, but the attempt to intellectualize those influences and
say I'm going to try and transcribe this idea, rarely comes up
with anything. The big exception to that of course is shakuhachi
music, the traditional Japanese music which I've studied. I have
in fact transcribed it for saxophone and I did that largely as an
exercise. [t was only later I even performed those transcriptions.
So that’s kind of a special exception. Other than that it’s been
a conscious hunger to hear music. You eat all the music and
hopefully it’s digested. I don’t want to go on with the metaphor
in terms of how it comes out, but I think the metaphor is very
good to that digestive point. If you say what you eat comes out
as what you are, not as the waste products.

I'm interested in the kind of concentration that you have to have, and
the internal communication you have to have with your instrument,
to play solo music at all, because I don’t think a lot of people
understand what solo music is. Cecil Taylor says that it’s trance,
that when he’s playing, he’s attaining a trance state.

THAT REALLY DOES VARY from player to player. I think
Evan Parker pursues it much the way Cecil Taylor pursues it. He
goes atitraw every concert. He hits it and he sees whathappens.
I'm actually not a solo improvisor, to let the secret out of the
bag. I do include sometimes, completely uncharted solo impro-
vising in concerts. But when I make recordings and when I do
full length solo concerts I find it necessary to program it,
because there’s a certain level of variety and shape of a whole
concert that’s very important to me. I'm not an improvisor
with a capital I. I improvise, and improvisation is very important
to me, but composition is equally important and so that makes
the process somewhat different. The question of improvisation

and composition is tremendously important creatively, but not
particularly important to me intellectually, in terms of which
avenue ['m using to get to the final result. I'm after the result,
I'm after the complete musical expression and I use both as
tools.

The other thing that’s very important, the difference between
Cecil and Evan and the way [ work, is that a lot of my music is
dance based. I'm fairly conservative, I like to use pulse a lot.
Pulse is a very unifying factor if you're doing something with
a beat. When [ say dance based I mean in the basic sense that
all music from Africa, African American music and most music
from Asia, is in fact music that comes from a dance. In social
context it comes from dance. [ do a lot of stuff that comes from
that same place. Before I started taking all the Sonny Rollins
solos off the records, that’s when I was a teenager, I was
listening to R & B. And in a way that’s come back to me quite
a bit. I have so much need to do something with a groove in it.
People talk to me about, am I very interested in minimalism,
Steve Reich and Philip Glass and all this. And really I'm not. It’s
nothing conscious. But if you ask where does all this pulse come
from, it doesn’t come from those. It comes from Motown and
Stax that’s where it comes from. Because that’s a kind of
minimalist music if you want to go so far.

When this interview took place, over a lunch last summer, Ned
Rothenberg’s then current band, which he formed in 1989, was
Double Band. Indeed two of everything. The performance that I
attended at the Pitt Gallery in Vancouver, was a powerful mixture of
melody and rhythm; an out-there dance band. So what was his
intention?

IN WORKING WITH TWO SAXOPHONES, two drums and
two electric basses, it's working with a vernacular of those
instruments, a kind of funk, a jazz funk to some extent,
although not in the fusion sort of way, almost an R & B sense.
There is a conceptual end of what I've been doing in the last few
years and it's because I've gotten very obsessed with rhythm.
I've started studying a lot about different kinds of drumming,
both African and Asian approaches to rhythm, metric types of
modulation and phase structures where you have meters going
against each other. So what I'm doing is imposing on to this
funk basis. For instance, at times half of the band is playing in
thirteen and half of them playing in fourteen, and their
complimentary rhythmic materials create this long phase
pattern. Each player is playing a fairly simple part, but together
with his mate who is playing the same instrument it creates a
much larger megapart. In fact this actually relates to the solo
music. [ approach the saxophone not like an up and down play,
from top to bottom, but almost like a guitar in the finger
picking sense, or the two handed sense, where one hand will be
playing something in five and the other hand will be playing
something in four or three. This gets fairly technical but in
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INSI DE OFTEN THE MOST INTERESTING REACTIONS ARE FROM THE

& OUT

African music you have a strong poly-rhythmic thing, where
you have three against two and four against three, so you're
dividing twelve one way or the other. In this case you have
polymeters going against each other, you have a five eight
going against a six eight or a seven going against an eight. This
is the structural starting point for a lot of the Double Band
music. From those starting points I decide to take the pieces in
lots of different ways, I try not force the issue didactically.

THIS LAST TOUR WE DID IN EUROPE, people came up and
said “wow, you really wrote some great melodies.” A lot of
improvisors and post-Cageian composers have become deathly
afraid of melody. It's just a combination of these strange
obsessions and a certain kind of musical conservatism in that
so much of music these days throws something away. Either
there’s no silence or there’s no melody or there’s no pulse,
there’s no this or there’s no that. All these things are elements
of music and I'm trying, if not in every single piece, but in the
totality of my work, to deal with all these. Music is so rich, it has
so many important basic elements to respond to.

The other thing that’s surprising about rhythm is that people
have a real reluctance to take much of a look at it. People will
analyze harmony, they’ll analyze value, this is very western.
But rhythm — you're just supposed to feel it. Well, that’s fine
to a certain extent but if you want to really deal with playing in
odd meters, really feeling something like thirteen without
having to sit down and go one, two, three, four, five, six, seven,
eight, nine, ten, eleven, twelve, thirteen, one, two, three, four,
five, six, seven, eight, nine, ten, eleven, twelve, thirteen, you
really want to feel that in your body, then you have to at least
work with it long enough so that you can dance with it. A lot
of the music that’s really blowing my mind and a lot of people’s
minds during the past three or four years, that’s really come to
prominence, is the eastern European music where all these
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NON-MUSICIANS WHO TELL ME IT MADE THEM THINK ABOUT
SOMETHING VERY PERSONAL IN THEIR LIVES...

rhythms are completely natural. There’s nothing strange about
dancing to seven eight. It's the most natural thing in the world
and that’s something that I've worked very hard to incorporate
in my music.

Is there an intention for popular acceptance of the Double Band
music?

WELL, IF YOU LISTEN TO IT, there’s no question that on an
ultimate level it’s still too weird to get big time acceptance. I
don'’t think there’s a preconceived thing with that, but yes, I
would say there’s been less concern these days with any kind of
musical stylistic purity. One thing, it's more honest because it’s
less popular. If you listen back to my solo music over the years
I've always done these funny kinds of funky bass clarinet
pieces. Funk has always been important and I guess part of it
was saying, yes, why not write this stuff. Why not put this into
a larger context. As far as whether it leads to a wider acceptance
[ would have to say that my career has shown itself to be a very
slow and steady process. There isn’t any kind of explosion onto
the scene. I feel a nice sense of respect from my peers, and a little
more recognition from the audience coming slowly and steadily.

Do you want people to get up and dance?

THAT WOULD BE NICE IF THEY FEEL LIKE IT. As much
as I have all these ideas about what music is about I don’t try
and program it for the audience. The audience should feel
what they want to feel. Often the most interesting reactions
are from the non-musicians who tell me it made them think
about something very personal in their lives, and if it made
them get up and dance, that’s fine too. I like it when people
dance to it who haven’t had too much to drink already. The
dancers with no sobriety, I get the feeling they’ll dance to
anything. I like to dance, I've always loved to dance, so [ don’t
think it's anything dishonest within my own
inclination.

NED ROTHENBERG’S DISCOGRAPHY

INCLUDES: 3 solo lp’s (Lumnina Records); a solo
CD, The Crux (Leo), Double Band'’s Over Lays
(Moers Musik), a collaborative studio project
co-composed with Paul Dresher entitled
Opposites Attract (New World), two records by
Semantics (Rift & SST), and the New Winds'
releases The Cliffand Traction (Sound Aspects).

PHOTOGRAPHS BY
BILL SMITH & JUAN ESTEVES

PREPARED FOR PUBLICATION BY
P.R. (Brownie) Brown - transcription,
and Sheila Macpherson - Editing.



RESTAURANT/BISTR® & JAZZ CLUR
65 SHERBOURNE STREET, TORONTO,
ONTARIO, CANADA M5A 2P9
PHONE (416) 363-0179

AUGUST 15th - ONE NIGHT ONLY
SONYA COTE QUINTET

AUGUST 16th - AUGUST 20th
GENE DINOVI

AUGUST 23rd - AUGUST 27th
DAVE YOUNG TRIO

WITH REG SCHWAGER & MICHEL LAMBERT

AUGUST 30th - SEPTEMBER 2nd
RICHARD WHITEMAN anp

MIKE DOWNES buo
SEPTEMBER 6th - SEPTEMBER 10th

ROSEMARY GALLOWAY TRIO

WITH JILL MCCARRON & INGRID STITT

SEPTEMBER 13th - SEPTEMBER 17th
JUNIOR MANCE

SEPTEMBER 19th - ONE NIGHT ONLY
KIM HUNT BIG BAND

SEPTEMBER 20th - SEPTEMBER 24th
JUNIOR MANCE

SEPTEMBER 27th - OCTOBER 1st
PETER LEITCH TRIO

WITH BERNIE SENENSKY & NEIL SWAINSON

OCTOBER 3rd - OCTOBER 8th
DOUG RILEY/PHIL DWYER

DIANE BROOKS ADDED OCTOBER 3rd ONLY

OCTOBER 11th - OCTOBER 15th
MONCEF GENOUD TRIO

OCTOBER 18th - OCTOBER 22nd
BARRY ELMES QUINTET

TUESDAY THROUGH SATURDAY EXCEPT WHERE NOTED

MUSIC NINE TO ONE NIGHTLY
LIGHT AMERICAN - FRENCH MENU SERVED
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- S — re— Zroram
o L P p S T T e
ol ek seiey re en o
eass e T s ¢ L
Lel s s oty et Bs e nns sl it il e
< ~ -~ L '

t967/68

Roscoe Mitchell billed his group the
ART ENSEMBLE for a midnight concert at the
Harper Theatre on Saturday, December 3, 1966.
This name was used for performances until June of
1969, when the quartet of Mitchell, Lester Bowie,
Joseph Jarman and Malachi Favors was advertised
(by a concert promoter in France) as the

ART ENSEMBLE OF CHICAGO

This is a comprehensive collection of recordings
by the ART ENSEMBLE before the geographic
qualification was deemed necessary

Roscoe Mitchell Lester Bowie

Phillip Wilson
Joyleg uewuanyl

Joseph Jarman
1apmol) Haqoy

Malachi Favors Maghostut Charles Clark

Five CDs include the contents of NUMBERS 1 & 2,
CONGLIPTIOUS & OLD/QUARTET
PLUS

TWO HOURS AND FORTY FIVE MINUTES OF
PREVIOUSLY UNRELEASED MATERIAL

LIMITED EDITION OF ONLY
2500 HAND NUMBERED COPIES

Nessa ncd-2500: 5 CD set includes a 24 page
booklet with accounts of the recording sessions, full
discography and session photographs.
Available for $75.00 (US) plus shipping and handling
($4.00 surface/$12.00 air) from:

NESSA RECORDS, PO BOX 394,
WHITEHALL, MlI, U.S.A. 49461
TELEPHONE ORDERS (616) 894-4088
Payable by Cheque (drawn on a U.S. bank)
Money Order, Mastercard or Visa



SOLO STRINGS ReviEws BY DAVID LEE

“GADDAM RACKET!” THE FATHER OF THE BRIDE STAGGERED INTO THE NIGHT AIR
AND LOOKED AROUND. NO ONE OUT THERE BUT ME, LEANING AGAINST A POST. THIS WAS ABOUT 1971,
AND THE BAND AT THE RECEPTION WAS RUNNING THROUGH PROUD MARY AND BAD MOON RISING AT
A VOLUME THAT ERUPTED FROM THE DOUBLE DOORS, SHOOK THE LEAVES OFF THE MAPLES IN THE
FRONT YARD, AND CAME BACK TO US ABOUT FOUR SECONDS LATER, ECHOING OFF THE MOUNTAINS ACROSS
HATZIC VALLEY. AS FAR AS | WAS CONCERNED IT WAS TOO LOUD FOR HUMAN ENDURANCE; NO ONE ELSE SEEMED
TO AGREE UNTIL THE BRIDE'S FATHER SHOWED UP. HE WAS WORKING UP A HEAD OF STEAM ON THIS TOPIC.

“"WE USETA HAVE DANCES BETTER'N THIS, WITH JUST TWO FIDDLES AND A GUITAR UP THERE. THAT'S ALL YOU

GADDAM NEED!”

SUDDENLY ALL MY SENSES TUNEDIN
to what he was saying. I was trying to learn
everything I could, everything that was in-
teresting, about music, and here was a new
piece of data. It sounded important:

Fiddles Are Rhythm Instruments.

Up until that point, if you asked me to
assign a musical area to each of the follow-
ing instruments, I would have done it like
this: violin = melody - cello = harmony - bass
= rhythm, texture.

If country fiddle music shakes up this hier-
archy—because it is a dance music where
the primary demand is thythm—it is a bit of
a surprise that improvised music, instead of
abandoning the hierarchy altogether, re-
tains it in an inverted form. In these solo
string recordings, the most melodic players
are the bassists, the violinists more concerned
with rhythm and texture. This is partly
because of loosening of roles, and partly
because resistance to stereotype is part of
the ethic of improvisation. Being a three-
part hierarchy (I plead guilty to ignoring the
viola, only because it clutters up my argu-
ment), cellists get to stay in the middle,
straddling both camps at will. I still maintain
that the cello is the perfect instrument for
improvised music, performing the chordal
and melodic functions of a guitar, but with
more tonal flexibility. Executed on the cello,
the massive doublestops or chords of the
doublebass are less thunderous in percus-
sive force, but more vivid in colour. Plus—
and [ say this as someone who has travelled
with both instruments—you can take a cello
onto a crowded streetcar without knocking
anyone over.

The last distinction, the instrument’s phy-

sique, is less superficial than it may sound.
The violin, cello and bass are anything but
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the same instrument, different sizes. Their
differences are as much in their structures
and registers as in the postures of attack
each of them forces on their players.

DAVID PRENTICE ¢ SOLOS VIOLIN-
VIOLA 1993 ¢ NXNW 002 (cassette) ® (Box 69,
Flesherton, Ontario, Canada NOC 1EQ)

Fiddles are rhythm instruments. Any doubts
you might have about this will be swept
away by these two solo violin recordings,
although if anything David Prentice is the
better example of the rhythm aspect of the
violin (he also plays viola here). In the
country fiddle tradition—a tradition that
Prentice has consciously nurtured in his
improvising over the last fifteen years—
melodic lines are simple, but everything is
doublestopped and triplestopped in favour
of rhythmic impact, and so that it will be as
loud as possible. This is important to the
country fiddle, its pre-electric ensembles
adapted to playing outdoors and in rackety
dance halls. It is important to improvised
music, which also comes out of a social
context, the music developing in private
homes and the tiny back rooms of art galler-
ies and bars.

The body of tension in Prentice’s playing
comes not so much from tonality, but from
texture and dynamics. The roughness of his
tone is exciting not simply because of the
strength of his attack, but because of where
he holds the notes—shuddering just this
side of erupting into snarls (occasionally
they do). The highwire suspense of this—a
polyphony of strings being pushed to their
limits—is exhilarating. Interestingly enough,
Prentice, like most of the free improvisors
here, is not overtly atonal in his playing—
rather, his music’s tonal centres are con-
stantly being pushed and shifted, along with
his rhythms.

CARLOS ZINGARO < IN SITU (SOLO
VIOLIN) * Adda 590076

To be playing always at the brink of some-
thing else. In solo playing, this is one way of
stimulating the listener’s imagination, by
implying that there is more there than one
person can possibly play. Carlos Zingaros, a
quite different violinist than Prentice, man-
ages this by establishing rapid-fire repeated
motifs, and then improvising around them,
generating a red-hot minimalism. The speed
of his execution is in itself exciting, and his
melodic range is as broad as Prentice’s timbral
palette, although Zingaro also exploits tex-
ture and rhythm to vary repeated figures
that would otherwise be unbearably ex-
tended. “Minimalist” might be too soporific
a term to apply to his rhythm pieces since,
like Prentice’s timbral approach, they create
a feeling of suspense, as if the repeated
figures could fall apart or explode into chaos
at any moment. His melodic pieces hint
strongly at a kind of gypsy romanticism,
which Zingaros exploits with the same pas-
sion, once removed, with which the surreal-
ists appropriated Catholic iconography. Not
close-miked at all, this solo recording was
made in Lisbon in “the vaults of the
Jeronimos Monastery,” and the cathedral
acoustics are as much a part of Zingaro’s
recital as samplers and digital delays are to
Tom Cora and Tatsu Aoki.

TOM CORA ¢ GUMPTION IN LIMBO
Sound Aspects SAS CD 042

I guess you can’t get away from the Bach
comparisons, but Cora’s “classical”-sound-
ing pieces remind me more of the great solo
suites Benjamin  Britten wrote for
Rostropovich—in their dynamics as much
as in the extent to which Cora’s tone re-
sembles the Russian cellist’s. Straylight
sounds like Rostropovich getting tired of
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playing the Suites for Cello, Op. 72 & 80 and
applying to them a hitherto-unknown ge-
nius for improvisation. This is fabulous;
when I first heard the recordings of the
Britten pieces I couldn’t believe that they
didn’t have open sections. So I went out and
got the scores and of course they don’t—
those harmonic excursions and pizzicato
grenades are all scored and, as Cora proves,
they don’t have to be.

From what might be called “improvisations
in the classical tradition” to electronics
which benefit from a stern distinction be-
tween “active” and “passive” use of technol-
ogy, these pieces are filled with the sardonic
humour of the New York school of
Chadbourne and John Zorn. In all of them
the music is wonderful, and we’re treated to
Cora’s great cello tone. More on tone later.

TONY MOORE ¢ OBSERVATIONS
Matchless MRCD22

I beg your pardon—you can get away from
Bach comparisons. These “Observations”
numbered 1 to 16 are completely free im-
provisations. Unlike most of the pieces on
these recordings, the Observations do not
sound as if they are based on motifs of any
kind. They have a reactive sense that the
music is truly being created in real time;
what Moore plays spins out from what he
has played rather than from what he intends
to play. As a result, one has less the sense of
specific pieces starting and ending that one
has with for example, Tom Cora, than one
does of a suite whose individual sections
blend into a continuous narrative. These are
cellistics without the demonic apeshit crazi-
ness of Tristan Honsinger, the eclecticism of
Ernst Rejseger, or the overt blues references
that one hears in Tom Cora and even moreso,
in Abdul Wadud (and the cello is a great
blues instrument—if only Robert Johnson
had lived long enough to get his hands on
one). Just beautifully free music. One would
very much like to hear Moore with one or
more other players of his calibre.

TATSU AOKI ¢ AVANT-BASS LIVE e IEL 0793

TATSU AOKI » NEEDLESS TO SAY
Sound Aspects SAS CD 047

The “jazziest” player here is perhaps not
surprisingly a double bassist, as it’s the string
instrument with the strongest jazz tradi-

tion. We return now to melody—perhaps
because of the savage pleasure involved in
picking a vein of melody out of a textural
mountain like the double bass. Improvised
or not, most of these pieces are performed
against a straight 4/4 rhythm,
either stated or implied. The
use of electronics is a classic
example of what Tom Cora
would call “passive” use of
technology, with Aoki im-
provising against his own
sampled riffs, etc. The play-
ing is immaculate, but I came
away from these recordings
wanting to hear Aoki with a
really hot saxophonist and
drummer; say, Sakata Akira
and Moriyama Takeo; or Pe-
ter Brotzmann and Andrew
Cyrille. In a setting like that,
he could really smoke.

ROB WASSERMAN ¢ SOLO
Rounder CD 0179

I'll put my prejudice out
front—anyone who has a
great tone can get away with murder as far
as I'm concerned. I believe the word that
Trevor Tolley once used in these pages to
describe Ben Webster’'s reliance on tone
was “ensorcelling.” It's true, and nowhere
more true than with bass players. Charlie
Haden: ever noticed that he plays fewer
notes in his solos than he does in his ac-
companiments? He knows that the power
he wields with that gorgeous tone will only
be diffused by fast runs. Because the bass
has such textural potential—especially, like
the tenor saxophone, to play “down and
dirty"— very “clean” players (never less
than eight notes to the bar, always in tune,
each note perfectly articulated, we could
call it the Scott LaFaro school) often seem
to be selling the instrument short, regard-
less of the immense discipline required to
play that way.

Rob Wasserman has a great tone and be-
cause he’s not afraid to incorporate space
into his playing, this solo set has a maturity
that brings to mind jazz instrumentalists
such as Roscoe Mitchell, Leo Smith, Haden,
Paul Bley and a host of other jazz players
who are a long way from Wasserman'’s
musical milieu. At the same time he can
play incredibly fast, and brings a poly-

DAVID PRENTICE ¢ PHOTOGRAPH BY DUSAN KLIMES

phonic sensibility that you don’t often hear
on the bass—partly because bassists don’t
often think in those terms, and partly be-
cause it's so hard to hold down all those
strings at once.

BARRY GUY e FIZZLES ¢ Maya MCD 9301

Unfortunately for the above bassists, shar-
ing a review with Barry Guy is a bit like a
“talented” jazz pianist sharing a recital with
Cecil Taylor. You can give the performance
of your career and still come off sounding, at
best, polite.

Recently I came away from “reviewing” a
Barry Guy concert having made only one
note, something like “When you hold any
instrument in your arms to play it, it looks
enormous, and when it's an enormous in-
strument, it seems to go on forever.” You
can imagine my chagrin when the first thing
I read in John Corbett’s liner notes to Fizzles
is a quote from the artist himself:

“What I do when I play is try to make the
instrument extremely small.”

Perhaps his description and mine are both
trying to come to terms with that long
ascent to the bridge that the bassist must
negotiate to make the instrument speak.

Like other of his British colleagues—Evan

Parker, Paul Lytton, Paul Rutherford, Derek
Bailey—Barry Guy has taken techniques that
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are usually construed as emotional peaks in
the improviser’s vocabulary—broken tones,
harmonics, bent notes and vocal effects—
and used them as starting points for a new
vocabulary. To do this takes the daring to
start playing from a zone of technique that
other players would take half an hour build-
ing to. Which means that Guy begins pieces
at the “where do I go from here” point from
which other players begin to decelerate.
Faced with such a problem in every perfor-
mance, it is not surprising that the opening
piece here is called Free Fall.

Many of the climbs from the lowest bass
notes to the highest harmonics, that other
bassists would themselves incorporate as
narrative, Guy has compressed into micro-
seconds; into the smallest parts of a much
greater narrative. Like many European im-
provisors, his art is enhanced by cross refer-
ences to other forms. Tony Moore refers to
influences by painter Jackson Pollock, and
the influence here is the late poet, novelist
and dramatist Samuel Beckett, whose
minimalism is more one of compression
than repetition. When the extended tech-
niques of Hilibili Meets...The Brush converge
not in sheets of raw sound, but in a genial
country-folk riff that is given emotional
shading by the wild choreographies that
surround it, one ceases to wonder about
hierarchies of instruments, about barriers
between forms, because suddenly a window
has opened where, seeing these things from
the sensibility of a great artist, we imagine
we have seen new horizons. And perhaps we

have. [ |
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GEORGE ROBERT/DADO MORONI ¢« YOUNGBLOODS ® Mons CD 1897
DAVID MOTT/DAVID LAPATO ¢ THE STANDARD LINE e Unity UTY133

KESHAVAN MASLAK/PAUL BLEY ¢ ROMANCE IN THE BIG CITY ® Leo CD LR 104
MAL WALDRON/STEVE LACY ¢ SEMPRE AMORE ¢ Soul Note 121170-2

OLIVER LAKE/DONAL LEONELLIS FOX ¢ BOSTON DUETS ¢ Music and Arts CD-732
MAX ROACH/CONNIE CROTHERS ¢ SWISH ¢ New Artists NA-1001 CD

IRENE SCHWEIZER/PIERRE FAVRE ¢ intakt CD 009

BORAH BERGMAN/ANDREW CYRILLE ¢ THE HUMAN FACTOR ¢ Soul Note 121212-2
GUNTER HAMPEL/MATTHIAS SCHUBERT ¢ DIALOG ¢ Birth 041

RICHARD TEITELBAUM/CARLOS ZINGARO ¢ THE SEA BETWEEN e Victo ¢cd03

THE PRINCIPLE OF DIALOGUE is never
stronger than in duets. They suggest ideals
of equal parts and conversational intimacy,
an emphasis on the particulars of exchange.
If jazz has often been discussed in terms of
its resemblance to speech, the quality should
be most apparent when only two players are
involved. But somehow, the analogy seems
to work better in theory than in practice.
Duets that resemble dialogue can sometimes
do so at the expense of their resemblance to
music. Often one doesn’t know what to say
about such duets, perhaps because they’re
already so filled with the paraphemalia of
language. Other duets have a way of sputter-
ing along over failed notions of form. Is
there a continuum, or a waiting for shaping,
or a noodling politeness? Is there a compo-
sition, or a head’s up rush for form?

Somehow, in a music that has produced
endlessly similar trios, quartets and quin-

tets, every duo is different. Perhaps it’s the
way the duet emphasizes the balance of
personalities and roles. There are duos that
divide readily into soloist and accompanist,
in which the lesser partner must function as
a kind of truncated band. This is particularly
true where conventional forms are stron-
gest. Others aim at a process of genuine
dialogue, though the more genuine the
dialogue the more the music can risk be-
coming noodling. At times the weakest duets
are those with players most expectant of
conversational response. Strangely, the most
successful of these exchanges are often the
least concerned with a principle of dialogue.
Often the most significant moments of these
recordings arise when you’re hardly aware
that only two musicians are present, when
the two musicians have become a band that
just happens to have two musicians in it.

These ten duets are linked by the keyboard.
There are five duets of piano and reeds and
three duets of piano and percussion. Even
the two seeming exceptions include key-
board elements, whether vibraphone or
synthesizer.

SAXOPHONE AND PIANO

The success of the duo is closely tied to
assumptions about language. Is it a thing in
itself, or simply something with missing
parts? In a grouping of five duos of saxo-
phone and piano, with both old radicals and
young conservatives represented, the music
is often formed in its relationship to a tra-
ditional collection of formal assumptions.

The most conservative of these CDs,
Youngbloods (Mons CD 1897) is by the
youngest group, something that can almost

be assumed these days. Swiss altoist
GEORGE ROBERT and Italian pianist

ANDREW CYRILLE ¢ PHOTOGRAPH BY BILL SMITH



DADO MORONI “display their joint
mastery of the language of mature jazz,”
according to annotator Dan Morgenstern,
and it’s interesting to hear just how differ-
ently these two younger Europeans define
their terms from, say, Hargrove, Blanchard,
the Harpers, Keezer, and Hollyday. If much
American neo-con seems to centre around
the early sixties Messengers, Robert and
Moroni have gone back further (or simply
off the continuum) to a kind of late swing
small group style that accommodates bop
(and beyond) by blunting any hard edges
and brilliant comers. I have no idea what
historical, or cultural, or even musical sig-
nificance this might have. I suspect none,
insofar as it's divorced from any sense of
necessity. [t may mean only that Clark Terry,
who provides the duo with an enthusiastic
blurb, is still able to find sidemen.

Robert sounds best here, while Moroni
manages to make the piano role often
awkwardly busy, as if trying to jam in all
the rhetorical accompaniments. Extend-
ing far enough forward to include tunes by
Kenny Barron and Ray Drummond, the
two produce warm, orderly, slightly bland
music that doesn’t particularly explore the
duo format. With 14 tracks that include
Body and Soul, Lush Life, I Remember You,
Stablemates, and Easy to Love, it's almost
the perfect “jazz” record for somebody
who doesn’t have any others. It has no
rough edges, except for an occasional
Fender-Rhodes piano, which is too rough
for me. This particular branch of neo-
conservative formalism seems to work
better than neo-hard bop, since it plays off
the decorous aspects of late swing.

This notion of jazz as memory is a potent
phenomenon. It extends to a spirit of his-
torical reconstruction on several other recent
CDs, where the duo’s dialogue seems to
centre on where the players come from, in
extended chats about sources.

There’s another version of Body and Soul on
The Standard Line (Unity UTY 133) by
DAVID MOTT and DAVID LOPATO,
though it’s the only official “standard” on
the playlist. This is a fluent performance by
two musicians with a strong sense of com-
mon purpose, though Mott’'s powerful
baritone is definitely the dominant voice.
He doesn’t employ other reeds, and it gives
his work a special focus. In this recording
he’s less interested in the more exotic sonic
explorations that he’s developed in the

past, but there are certainly some interesting
timbres, from an unusual upper register to
trombone-like  slides and trumpet-like
shaken notes. This is witty music that’s
often held together by what it resembles. A
ballad by Mott somehow suggests a lonely
woman ‘round midnight. Another track,
Little Texas, which Mott suggests invokes
early Ornette, certainly does, leaving one
wondering when will the blues connota-
tion leave.

KESHAVAN MASLAK and PAUL BLEY
are not players I would necessarily think of
as compatible, but Romance in the Big City
(Leo CD LR 103) is sometimes a pleasure to
hear. At times they recreate an ancient
spirit of jazz with limited attention to its
traditional formal constraints. What it has
plenty of is the rhetoric of romance, a
breathy, longing, emotional language. They
sound like two musicians playing alone in
a lounge after all the patrons, the rhythm
section, and all notions of structural rigour
have left. Time is a suspension bridge
stretched from about 1940 to the present.
The high point is Jealous Passion, a gur-
gling, burbling, roaring revision of Chero-
kee. Sometimes they listen closely to each
other, sometimes they wander off. Occa-
sionally one will wander off completely for
a whole piece, Maslak for one, Bley for
several, though the unaccompanied alto
solos may derive from another session.
Generally the first few tracks, where the
spirit of blues, ballad and boogie are most
alive, and where Maslak plays tenor in a
way that recalls every Texas tenor player
from Arnett Cobb to Omette Coleman, are
far better than the later ones.

MAL WALDRON and STEVE LACY’s
Sempre Amore (Soul Note 121170-2), like
the wonderful Hot House, their investi-
gation of bop, is an outlining of history.
Here it’s an appreciation of Ellington and
Strayhorn and their collaborations. The
dry economy of this duo etches the music
beautifully, particularly Waldron in the
title selection. Ellington is recorded with
ever increasing frequency, by everyone
from Marcus Roberts to Misha Mengelberg
(that is a stretch, isn’t it?), but Lacy and
Waldron perform this music with excep-
tional clarity. What they bring to this
material is a sense of structural coherence
that complements their laconic styles.
The dryness highlights everything that
has been omitted in the reduction to two
voices.

One of the joys of the recording is the
exploration of less familiar Ellington tunes,
particularly from the later years of his ca-
reer. Lacy and Waldron often choose mate-
rial that's new to one or both of them,
including such pieces as Star Crossed Lovers,
To the Bitter, Azure, Sempre Amore, and Smada.

QOddly, the most successful of these saxo-
phone/piano duos are the one by Waldron
and Lacy, recording some thirty years after
first playing together, and Boston Duets
(Music and Arts CD-732) by OLIVER LAKE
and DONAL LEONELLIS FOX, recording
an evening performance on the day they
first met. What the two CDs have in common
is fresh material and some real equality of
parts that results in a sense of common
purpose.

Fox and Lake bring to the encounter a tre-
mendous enthusiasm and varied approaches
to one another’s pieces. Fox is a Boston-
based composer and pianist whose work has
been largely in the realm of orchestral
composition. He seems equally rooted in
early 20th century European piano music
and in the musics of James P. Johnson and
Thelonious Monk, often fitting elements of
atonal stride and serial boogie to Lakes’
twisting lines. He has a way of being most
detached when Lake is most expressive, of
being most formal when Lake is freest. The
two combine to create remarkable tension
curves in some of the pieces. The CD ends
with a fine account of Monk’s Rhythm-a-ning
in which Lake seems to shred the piece
while Fox reduces it to a set of formal ker-
nels. Somehow they push the envelope
without losing track of the source.

PIANO AND PERCUSSION

The duo of piano and percussion is radically
different from that of piano and saxophone.
If the saxophone immediately suggests the
traditionally accompanied voice, piano and
percussion may suggest a percussion or-
chestra. The piano suddenly becomes re-
sponsible for the bulk of melodic content.

The duo of MAX ROACH and CONNIE
CROTHERS (NA- 1001) challenges the usual
expectation for the piano to be the more
articulate of the two instruments. Instead,
perhaps the most precise drummer in the
history of jazz pairs off with a pianist who
often favours murky middle register chords
played with the sustain peddle. The ideas of
dialogue and exchange are strong here, but,
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as often as not, the back and forth movement
frustrates any strong sense of development.
At times, Crothers ruminates while Roach
makes busywork. There is a balance of roles
here, and the record has both a comfortable
moodiness and a strong sense of coloration.
Its best quality is that it sounds genuinely
improvised.

Perhaps the weakness of the Roach/Crothers
encounter is that they place such emphasis
on dialogue. The instruments find them-
selves together in any number of groups.
Either is readily contrapuntal, and neither is
readily vocal. The issue is as much one of
playing together without a bass player, as it
is playing as a duet.

IRENE SCHWEIZER is the most com-
manding pianist among those represented
here (at least insofar as Bley is represented),
and this concert recording with drummer
PIERRE FAVRE (Intakt CD 009) is glitter-
ing, articulate and filled with a sense of joy
and exchange. Favre is an inventive player
and the two are finely attuned to one
another’s rapid shifts in tempo and den-
sity. There’s a constant sense of the two
players hearing a different way to accom-
modate one another’s patterns, creating
confluence and new paths. At other times,
they find a comfortable rhythmic pattern
and stay inside it.

The amount of time the two have played
together is constantly apparent, as is the
amount of time Schweizer has spent play-
ing in duet with percussionists. Her previ-
ous recordings with Louis Moholo and
Andrew Cyrille suggest the range of her
rhythmic interests, and here she and Favre
explore the gamut. They seem to raise
control and variety to new levels and that’s
a pleasure to hear. If you like improvisation
that manages to sound like Prokofiev or
Bartok (e.g., the sonata for two pianos and
two percussionists) slaved over it for days
and then two gifted performers spent a
week bringing it up to speed, you’ll like
this. I know I did.

If Schweizer and Favre play with a fluency
that is in itself joyous, very different forces
are at work in the duet of BORAH
BERGMAN and ANDREW CYRILLE (Soul
Note 121212-2). This is perhaps the most
powerful of these records, though the prin-
ciple of dialogue seems least in evidence.
This is a very tough hour of music with a
dark and manic energy. Bergman only plays
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at two tempos, but they’re the ones that
count for the most: as fast and as slow as can
be imagined. The tempos are locked to-
gether. The title track, The Human Factor,
begins slowly with Bergman repeatedly
stabbing out an unresolvable pattern at the
keyboard. The pattern will be transposed,
but it won’t resolve, and it creates a tension
that gradually expands with accumulating
dissonances and a mounting storm of note
flurries. Bergman'’s primary concerns are with
expressive density and complexity, with
knottings and abrasions. His work sometimes
contains an almost painful lyricism.

Cyrille plays wonderful counterpoint to
this, sometimes ornamenting, sometimes
driving the intensity, sometimes multi-
plying the rhythmic complexity. The
drummer keeps sparking and sparkling,
lifting and lightening, through even the
most bombastic and comatose moments
of Bergman’s onslaught.

The overall structure is intriguing, reiter-
ating the tension curves sometimes appar-
ent within individual pieces. The CD’s
seven tracks form a kind of pyramid or
circular journey, with the first and sev-
enth tracks versions of The Human Factor,
the second and sixth two different takes of
Coltrane’s Chasing the Train (sic), the third
and fifth “ballads,” with the apex occu-
pied by the very fast and relatively short
Devil’s Double. The pianist’s tendency to
carry phrases from one piece to another
adds to a certain structural obsessiveness.
Bergman is a pinnacle of the piano’s most
expressionistic and sombre side. His bal-
lads are as choppy as Monk’s but they’re
slowed down almost to the level of the
legendary Ervin Nyiregyhazi playing Liszt.
That is, you don’t know if the performer
can maintain attention or survive the ten-
sion to get to the next note.

OTHERS

The otherwise ubiquitous piano is absent
on two further duet recordings.

On the four duets of Dialog (Birth 041),
recorded in the summer of 1992,
MATTHIAS SCHUBERT plays tenor
throughout while GUNTER HAMPEL
plays vibes and bass clarinet on two tracks
each. Hampel’s gifted doubling seems to
alter the principle of dialogue enshrined
in the title here. Hampel is effectively
polyglot, Schubert unilingual. Further,

Hampel wrote all four pieces. It’s a conver-
sation where one person determines the
topics and gets to switch positions.
Schubert makes up for any deficit, though,
with a remarkable control of timbre. He
seems to possess several traditional tenor
voices with a couple of his own added.

This is fine music, with very deep roots.
What stands out is the facility with rela-
tively extended pieces. Hampel’s vibes are
wonderfully liquid, almost piano-like, and
his bass clarinet has some of the speech-
like quality of Eric Dolphy. That’s central
to the idea of “dialogue.” On the Mingus-
like 18 bar blues, the two reed players re-
ally explore the idea of musical conversa-
tion. The linear strength of the improvi-
sations, especially Schubert’s, is striking
everywhere, and movement inside and
outside patterns is accomplished adroitly.
Everything here is very direct, continu-
ously musical, with each player shifting
easily from lead to supporting roles.

The Sea Between (Victo cd03) reissues a
Victoriaville concert from 1987 and
supplements it with three pieces recorded
in Lisbon in 1992. I'm not sure that the real
time performances of electronics specialist
RICHARD TEITELBAUM and violinist
CARLOS ZINGARO count as duets in the
strictest sense of the term, since Teitelbaum’s
programmed and interactive electronics at
times have the effect of converting the vio-
linist into something resembling a string
quartet, with altered registers and controlled
intervallic unisons, quite apart from what
Teitelbaum can generate on his own in terms
of complexity and tonal colour.

But once one gets past the hardware, this
emerges as the best kind of duet, one in
which ideas are mirrored and exchanged,
rethought and magnified. The interactive
relationships among the instruments are
compositional, even determinative, ele-
ments in themselves, and one of the things
that happens in this music is an expansion
of the environment. It is one of the ironies
of the duet form that it is not necessarily
larger than the space of the soloist. The
soloist can play with only personal limita-
tions. In duets, the players are, to varying
degrees, limited to what they can share.
There is a spatial breadth here that seems
greater than usual, as if the space between
the players has become denser and some-
how alive. The space is heard not so much as
electronic, but rather as orchestral. [ ]



THREESOME THING: tHirreen

VIEWSONTHETRIO ¢ REVIEWS BY MARC CHENARD

FOR THE LONGEST TIME, THE TERM “JAZZ TRIO” WAS UNDERSTOOD AS A RHYTHM SECTION, THE
COMMON PIANO-BASS-DRUMS - OR GUITAR - CONFIGURATION. BEFORE THE 60’S THREESOMES
WITHOUT PIANO WERE FEW AND FAR BETWEEN, A NOTABLE EXCEPTION BEING JIMMY GIUFFRE’S
DRUMMERLESS UNIT WITH BOB BROOKMEYER AND JIM HALL. BUT TIMES THEY HAVE CHANGED INDEED. MORE
THAN EVER, EXOTIC (OR JUST PLAIN ‘UNUSUAL’) INSTRUMENTAL COMBINATIONS ABOUND NOWADAYS,
THOUGH THEY DON'T QUITE HAVE THE SAME EFFECT OF SURPRISE AS THEY ONCE HAD. IN FACT, ANTHONY
BRAXTON'S THREE COMPOSITIONS OF NEW JAZZ ON DELMARK IN 1968 WAS AN IMPORTANT TURNING POINT,
SINCE IT LINKED THE LEADER’S ALTO WITH THE TRUMPET OF LEO SMITH AND THE VIOLIN OF LEROY JENKINS,
IN ESSENCE THEN, A TRIO WITHOUT ANY RHYTHM INSTRUMENTS.

NOWADAYS, WIND ENSEMBLES are
a direct extension of that pioneering effort
of Braxton, and the number of sax quartets
are indicative of that fact. As for trios, one
encounters from time to time a mixed group
of winds players, the likes of the NEW
WINDS. Multi-reedmen Ned Rothenberg,
J.D. Parran and flute virtuoso extraordinaire
Robert Dick have been working together for
close to a decade now, and their efforts have
yielded two recordings, the first being The
CIiff, their latest entitled Traction (Sound
Aspects SASCD044 62:30). The flutist, a con-
temporary classical musician with improvi-
sational inclinations, is a master of
multiphonics as are his congenial partners
in this exceptional and challenging trio.
Save for a bouncy rendition of Eric Dolphy’s
Hat and Beard closing off the program, there
is little here in terms of “jazz” content, at
least in the traditional understanding of the
term. Still, improvisation is very much
present here, but these musicians are most
adept at blurring the written and open parts
with their multiple sonic layers which chal-
lenge the listener to find his way through
the shifting textures sound. This is very
much more group playing in the sense of
classical chamber ensembles, but their im-
provisatory skills give life and uniqueness to
each of their pieces. A challenge it may be
for the ears, but nonetheless a reward for the
open mind.

Such unorthodox line-ups, then, are no more
exceptional, though they are not exactly
commonplace either, at least in the jazz
idiom. For those looking beyond standard
jazz parameters, the recordings that com-
bine instruments both germane and mar-
ginal to the jazz and improvisational music
fields are more numerous now. In that re-
spect, the two following releases on the
French ADDA in Situ label are indicative.
The first, intriguingly called TRIO SOC

(in Situ 590163, 54:05) presents the most
unusual line-up of all albums under review
here, this one comprising the soprano sax of
Michel Doneda, the variegated percussion
of Ninh Le Quan and Dominique Regef on
hurdy gurdy and an even more obscure
medieval sound box, the “israj”. (If anyone
can tell something about this contraption,
please drop me a line, the liner notes are of
no help.) With regards to the music, this trio
is certainly the least idiomatic in its ap-
proach to improvisation, but that does not
mean it is bereft of references. These are
most evident in the drones produced by
Regef's sound boxes. As he grinds away,
saxophonist and percussionist clash and ca-
jole, creating shards of sounds that demand
undivided attention and willingness to do
so on the listener’s part. This is not your run
of the mill improv disc. More than anything
else, this music is soundscaping in its most
rugged form.

Somewhat more “inside” is the TRIO DENIS
COLIN, their opus simply titled Trois (in Situ
590138 58:47). Colin, first presented in the
pages thanks to Paul Baker’s review of his
solo bass clarinet recording, plays the most
familiar jazz instrument of the group. His
cohorts here are Didier Petit on cello and
Pablo Cueco on zarb and berimbau. If the
SOC trio’s music can be drawn into the orbit
of the dense textural abstractions pursued
in contemporary classical music, then Colin
and friends seem to fit into an ethnic music
mould, a trend particularly in vogue in
France in recent times. Clear rhythmic pat-
terns emerge from all three musicians as a
consequence of the simple and hummable
melodies (the folk influence); while the
improvisational aspects are harmonically
open, modal and scalar areas are primarily
explored. Group interplay is also very fo-
cused, to the point that no one goes out on
a limb or tries to redirect the proceedings. In

essence, this trio has a very chamber-music
like approach, while creating an imaginary
folklore all of its own.

An unusual line-up in its own right,
LEGFEK (where do they get these names?)
is an all-Swiss contingent featuring the dual
saxophonists Peter Landis (tenor, soprano)
and Urs Blochlinger (bass sax, alto, flute)
and a lone “rhythm” man, electric bassist
Jan Schlegel. In their release (Rona - Unit
UTR40S3CD 68:11), this group anchors it-
self in thematically composed material,
though there are a couple spur of the moment
creations along the way. Though not an
instrument to this writer’s liking, Schlegel’s
electric bass does not sound too thumpy
here, this due to his avoidance of the com-
monplace finger popping cliches. Rather
than supplying harmonic or rhythmic
backdrops, he engages in open conversa-
tions with his partners, achieving a more
balanced relationship, frois rather than the
usual asymmetry of soloists backed up by
accompanists. All in all, this is a recording
that has its charms, though it might lack a
little added fuel for ignition. Given the ex-
tended lengths of CD’s, keeping one’s in-
terest for over an hour is not that easy, and
there is still much to say for the principle
that “Less is more”.

Given its small size, the trio allows not only
a greater degree of flexibility but interactions
can be redrawn constantly without unduly
compromising the clarity of the proceed-
ings. One of the ways to enhance this flex-
ibility is by constant variation in instru-
mentation. In that respect, the unit THIRD
PERSON defines the trio as a constant to
variant relationship, i.e. as a duet plus a
shifting third partner. As a consequence,
this configuration precisely underscores the
inherently asymmetric nature of the trio.
On the one side, cellist Tom Cora and per-
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cussionist-cum-sampler Samm Bennett are
the constants, the variables being reedmen
George Cartwright and Don Byron, guitar-
ists Marc Ribot and Chris Cochrane, vocalist
Catherine Jauniaux, harpist Ann Le Baron,
pianist Myra Melford and live electronics
manipulator Nicholas Collins. Pair each of
these people to the duo and one gets a 19
track compilation (The Bends - Knitting
Factory Works KFWCD 102 73:13). These
people 