
ENTREES 

Lobster Bouillabaisse $32.95
Alaskan cod, sea scallop, little neck clams,
black mussels, garlic aioli, crouton

Seared Salmon $34.95
fi let of Atlantic salmon, roasted asparagus, tarragon
béarnaise, fi ngerling potatoes, tomato confi t (GF)

Black Truffl e Ratatouille $32.95
Japanese eggplant, garden zucchini, summer squash,
tomatoes, red peppers, butter bean cassoulet, thyme,
freshly shaved black truffl e (V) (VG) (GF) 

Braised Short Ribs $37.95
balsamic-brown sugar braised short ribs,
caramelized cipollini onion, garlic mashed potatoes,
collard greens, sautéed baby carrots (O)
($6 supplementary charge for prix fi xe)

New York Strip Steak $42.95
aged 14oz organic Creekstone Farm black angus
NY strip steak, bone marrow butter, roasted garlic, 
truffl ed parmesan fries (GF) (O)
($8 supplementary charge for prix fi xe)

Breaded Crispy Pork Chop $32.95
pan seared, schnitzel-style center cut pork chop,
baby arugula, red fl ame grapes, shaved apples,
lemon, mac ‘n cheese (O)

Buttermilk Fried Chicken $30.95
crispy fried organic Bell & Evans chicken,
rosemary gravy, bacon-braised collard greens,
hush puppies (O)

Lobster Ravioli $32.95
hand-rolled lobster and scallop ravioli,
tomato vodka sauce, fresh basil

Fish Tacos $32.95
soft fl our tortillas, beer battered cod,
cabbage, red onion, avocado, cilantro,
salsa verde, tomato salsa, chipotle aioli

All items and prices are subject to change
Kitchen does not split orders or Prix-Fixe.
A la carte prices apply to guests sharing the Prix-Fixe

BRUNCH

Smoked Salmon Platter $18.95
Nova Scotia smoked salmon, bagel, cream cheese,
red onion, capers, organic baby arugula salad

Chicken & Waffl es $24.95
buttermilk fried chicken, waffl es, honey butter (O)

Smoked Salmon Scrambled Eggs $19.95
Nova Scotia smoked salmon, four eggs,
cream cheese, chives, tater tots,
organic baby arugula salad 

Eggs Benedict  $18.95
poached eggs, english muffi n,
canadian bacon, hollandaise, tater tots,
organic baby arugula salad

3 Egg Garden Omelette $18.95
zucchini, peppers, fi ne herbs, red onion, parsley,
basil, tater tots, organic baby arugla salad

3 Egg Bacon & Cheddar Omelette $18.95
applewood smoked bacon, white extra sharp cheddar
cheese, diced tomato, tater tots, organic baby green salad

Belgian Waffl es $18.95
applewood smoked bacon, toasted pecans,
strawberries, organic crown maple syrup,
freshly whipped cream

Seared Salmon $34.95
fi let of Atlantic salmon, roasted asparagus,
tarragon béarnaise, fi ngerling potatoes,
tomato confi t (GF)

Black Truffl e Ratatouille $32.95
Japanese eggplant, garden zucchini, summer squash,
tomatoes, red peppers, butter bean cassoulet, thyme,
freshly shaved black truffl e (V) (VG) (GF) 

New York Strip Steak $42.95
aged 14oz organic Creekstone Farm black angus
NY strip steak, bone marrow butter, roasted garlic, 
truffl ed parmesan fries (GF) (O)
($8 supplementary charge for prix fi xe)

10oz Bacon Cheeseburger $29.95
freshly ground organic beef, fried egg,
applewood smoked bacon, extra sharp cheddar,
brioche bun, dill pickle, lettuce, tomato, french fries

Breaded Crispy Pork Chop $32.95
pan seared schnitzel-style center cut pork chop,
baby arugula, pomegranate, shaved apple, lemon (O)

APPETIZERS

Classic Onion Soup $15.95
crouton, black truffl e, gruyère cheese

Charcuterie $18.95
black label Serrano ham, smoked speck,
sweet capocollo, pickled vegetables
dijon mustard, petit toast (RGF)

Classic Shrimp Cocktail $18.95
poached jumbo shrimp, fresh horseradish
smoke’s cocktail sauce (GF)

Crispy Calamari $18.95
parsley, chipotle aioli, arrabbiata sauce

Smoked Salmon Platter $18.95
Scottish smoked salmon, salmon caviar,
red onions, capers, crème fraîche, pumpernickel (RGF)

Cajun Popcorn Shrimp $18.95
fried Maine rock shrimp, chipotle aioli, arrabbiata sauce

Arugula Salad $16.95
baby arugula, pomegranate,
orange segments, shaved fennel,
white balsamic citrus vinaigrette (VG) (GF)

DESSERTS WITH PRIX-FIXE

Macarons & Eclairons $7.95
ganache, buttercream (N)

DESSERTS A LA CARTE

Chocolate Fudge Peanut Butter Pie $8.95
peanut butter mascarpone, Valrohna chocolate
fudge, Oreo cookie crumbles (N)

New York Cheesecake $8.95
Nutella chocolate swirl (N)

Crème Brûlée $8.95
Tahitian vanilla bean custard, cane sugar caramel

DINNER MENUSUNDAY JAZZ BRUNCH

(V) = Vegetarian, (O) = Organic Meat, (N) = Contains Nuts
(VG) = Vegan; (RVG) = Vegan Option Available
(GF) = Gluten Free; (RGF) = Gluten Free Option Available

SUMMER 2018

2751 BROADWAY NEW YORK, NEW YORK 10025
 212.864.6662   WWW.SMOKEJAZZ.COM

SUNDAYS 11:30am, 1:00pm & 2:30pm
JAZZ BRUNCH: ANNETTE ST. JOHN
The incredible vocalist Annette St. John has subtle shades of Sarah, 
a hint of Ella, but a style and sparkle that’s uniquely her own.

MONDAYS 7:00 & 9:00pm
VINCENT HERRING QUARTET
In the spirit of Bird, Stitt, and Cannonball, Herring leads a stel-
lar quartet in two sets and then the Smoke Jam Session.

TUESDAYS 7:00, 9:00 & 10:30pm
MIKE LEDONNE GROOVER QUARTET
They’ve developed an addictive sound that appeals to jazz afi -
cionados as well as recent converts.” — Downbeat

SMOKE RESIDENCIES SMOKIN’ JAZZ
SOULFUL AMERICAN CUISINE

SMOKE SESSIONS RECORDS

“Folks line up around the block to hear a set by 
one of jazz’s remaining big names, and they 
are well rewarded: Low-lit chandeliers, comfy 
sofas, plush carpeting and unobstructed sight 
lines make it seem like the greats are playing in 
your living room.” — Time Out NY

WEDNESDAYS 7:00, 9:00 & 10:30pm
LEZLIE HARRISON QUARTET
Harrison’s burnished, soulful alto and striking beauty sings a  
distinctive blend of jazz, classic 70’s soul, and original music.

www.SmokeSessionsRecords.com

executive chef - consultant : Patricia Williams
chef de cuisine : Eddy Grullon
sous chef : Patricio Saavedra

STEVE DAVIS

STEVE DAVIS trombone 

STEVE WILSON alto & soprano saxophones & flute   JIMMY GREENE tenor saxophone

LARRY WILLIS piano   PETER WASHINGTON bass   LEWIS NASH drums
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“Atmosphere” is based on Corea’s very popular 
song “500 Miles High.”

“It’s Chick’s chord progression,” he explained 
of the track that features Wilson on flute. “I just 
thought—what if you took those beautiful chords 
and just straight up swung it over a kind of ethe-
real line.”

Corea’s influence goes beyond the bandstand as 
Davis has taken notes on how to be a bandlead-
er from all the incredible jazz greats he’s been 
blessed to work for. It was revered saxophonist 
Jackie McLean who introduced Davis to the jazz 
world before recommending him to a man who 
wrote a chapter, if not a book, on how to run a 
jazz band; Art Blakey. In fact, the trombonist will 
go down in history as the last Jazz Messenger 
Blakey hired before his death in 1990.

”Playing with Jackie was galvanizing,” Davis said 
reflecting on his mentors. “It wasn’t always a 
picnic because he could be hard on you and kind 
of tough. But that was good. I learned. Certainly 
playing with Art Blakey taught me to just get to 
the point in your playing. I was compelled to play 
with urgency, fire and conviction.

“Chick was a different type of musical personality,” 
he continued. “They were very similar in the sense 
that they were always pushing for something. 
Neither was ever going to settle for some ordinary 
stuff. There had to be something special going 
on, something urgent and on the edge but with 
the tradition in it.”

Another bandleader Davis watched from afar was 
drummer Tony Williams with his very influential 
quintet in the late ’80s and early ’90s. While study-

ing with McLean at the Hartt School in Hartford, 
Davis made it to New York to catch the group as 
often as he could. He saw every incarnation of 
the group from 1986 to ’93 when Jackie McLean’s 
group worked a double bill with Williams’ group 
for a week at the Blue Note.

“It was a dream to be in that group, so I was listen-
ing hard,” Davis remembered. “I really loved Tony’s 
compositions and I still do. I was completely 
infatuated with his tune “Warrior.” It actually had 
a big impact on my composing.

“It sounded so different yet totally accessible at the 
same time,” he says of the up-tempo smoker that 
opens this eleven song set. “I didn’t understand 
what those chords are and they’re all suspended 
dominate chords and the form is a little quirky. I 
was trying to figure it out and I just loved it.”

Figuring out who would be in his band was easy 
for Davis. Scheduling was not. These are his boys. 
Not only are all long-time friends, according to the 
leader, they’re all sports scholars. An important 
fact that keeps competitive juices flowing.

In 1997 bassist Peter Washington was the original 
bassist with the Davis’ long-time co-op group 
One For All. His relationship with drummer Lewis 
Nash goes back nearly as far. 

“Peter is magic and so supportive but fluid. And 
I’ve been spoiled rotten by playing with Lewis 
all these years.

“I’ve known Jimmy Greene since he was 15 when 
we met at Hartt School,” Davis mentioned of the 
Hartford school where he’s been teaching since 
1991. “And because Steve and I have worked in 

so many groups together,” he continued about Mr. 
Wilson, “a lot of things are unspoken between us 
when we play. I knew that playing between two 
very expressive sax players who I knew so well 
would make my job easy during the three nights 
at Smoke because I could be kind of a foil.”

Despite his association with historic accompa-
nists like Corea, Horace Silver and the sublime 
Harold Mabern, Davis cites the celebrated 
pianist Larry Willis as his favorite when it comes 
to comping behind him as he solos. They’ve 
been tight since the ’90s and it is that personal 
friendship between that Davis says makes the 
two so empathic. 

“I have a beautiful rapport with the whole group. 
They’re all consummate professionally and I am 
very close friends with each individually.”

As the election came and went, the country was 
in a heightened sense of anxiety and anticipation 
because of the outcome. Armed with his musical 
concepts and a killer band, Davis closed one year 
and opened the new one with those he loved close 
to his heart. The political ground was shaky but 
he was surefooted about his immediate future, 
both personally and professionally.

He wrote the song “Abena’s Gaze” for his fiancé.

“Abena’s a bad ass,” he quipped. “I always have 
to be on my ‘A’ brain with Abena. And, believe 
me, she has quite a gaze.”

She is an educator and actress who teaches 
ethics at one of New York’s top private high school 
and had a role in the Tony-winning musical Fela! 
Abena had a big hand in keeping the trombonist’s 

holiday season a merry one. He had no idea how 
much he would need her strong shoulder as the 
new president’s inauguration and the dates at 
Smoke approached.

Ten days before the gigs at Smoke, Peter Davis, 
his only sibling, died of a sudden aortic aneurysm. 
Separated by four years, he adored his younger 
brother. They’re cut from the very same cloth. 
Solid professionals, raised by two generations 
of serious music lovers on both their maternal 
and paternal sides. The sons being a splendid 
reflection of hard-working, committed parents 
just past their golden anniversary who went after 
life with deep compassion and a lot of fun.

“Thank God I got to go home and grieve with my 
folks up in Binghamton,” he said of the upstate 
New York town he was raised in. “I needed those 
four days to go through the process of the initial 
devastation.”

With only a few days until rehearsals both the 
record company and his mates understood if he 
decided to cancel. But Davis had more resolve to 
finish the project because he knew his brother’s 
voice would haunt him.

“He was a hip, great, beautiful guy and he loved 
the music.” he said of his brother with a growing 
laugh. “He was very, very funny and very self-
effacing. It was never about him. I could actually 
hear my brother’s voice.

‘Stephen, for Christ sake!’” he mimicked, morphing 
into his brother’s voice. “’Don’t go fuck up your 
career just because I died. I’m fine. Just go do 
your gigs.’ That’s him. That’s the kind of joke he 
would make.”

ACKNOWLEDGEMENTS
My deepest respect and gratitude to the master musicians who 
participated in this project and a special thanks to everyone at 

Smoke Sessions Records who helped to make a dream come true. 
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 1 Warrior (Tony Williams) 6:22

 2 Abena’s Gaze (Steve Davis) 5:43

 3 A Little Understanding (Steve Davis) 5:17

 4 Atmosphere (Steve Davis) 5:09

 5 Mountaintop (Steve Davis) 6:54

 6 Polka Dots and Moonbeams (Jimmy Van Heusen / Johnny Burke) 5:56

 7 Loved Walked In (George Gershwin / Ira Gershwin) 5:52

 8 Think Ahead (Steve Davis) 7:20

 9 Little B’s Poem (Bobby Hutcherson) 5:05

 10 Evening Shades of Blue (Steve Davis) 7:18

 11 Farewell, Brother (Steve Davis) 7:18
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Davis shared some of Peter’s jokes and his per-
sonality with the audiences over the three days. 
With the political situation he had jokes of his own 
too. One in particular was told as he introduced 
the song “Mountaintop.”

“Little did we know that we’d be playing days before 
the inauguration after eight years of Obama,” he 
remembered of the weekend. “Ladies and Gentle-
men, I said, we’ve got a big day coming up next 
week. Naturally people groaned. Oh, no, I’m not 
talking about the orange head dude. I’m talking 
about Dr. King.”

Davis wasn’t laughing back in November when 
the only date that worked for everyone involved 
in the project was MLK Day. More than a couple 
of his colleagues assured him that Dr. King would 
approve of their activities. With that early hurdle 
crossed, the composer within the trombonist had 
weeks to think about and write “Mountaintop” 
inspired by the speech the Nobel Prize winner 
gave the night before he died.

He had a lot less time, just four days to write one 
for his recently departed brother. After the audi-
ences gasped with the tragic news, Davis calmed 
them by saying “death was a part of life.” He went 
on to explain that his brother was a much beloved 
and dedicated child social worker with a wicked 
sense of humor who never left Binghamton.

“I couldn’t have done it without paying tribute to 
him as hard as it was,” he said somberly. “The 
audiences were great. It was surreal to go through 
that but I had so many people talk to me after the 
sets. It was very healing. It was cathartic.

“I told them about the many trips he made walking 

up to a house and there’d be other people on the 
porch next door and he’d always hear this whisper 
from people, ‘Oh, it’s the welfare.’ Then, he’d do air 
quotes, ‘yes, Stephen, they call me ‘the welfare.’’ 
He had to find laughter in the situation and that 
was him. So, when I was thinking about the song, 
I couldn’t call it “The Welfare Brother.” So, I flipped 
it around and called it “Farewell, Brother.” 

“People would laugh and that was the best way 
to honor him”

One other song title had a different meaning when 
he wrote it in the fall of 2016. By January of 2017, 
life was different and the funky little number “A 
Little Understanding” had a much deeper reso-
nance musically and literally. 

“The title came not necessarily because of the 
recent political climate,” Davis concluded. “I 
thought “A Little Understanding” is always what 
we need as human beings. But, since the record-
ing and the way things have gone, I should’ve 
called it “A Lot of Understanding.” But, I’ll take a 
little. We’ll start with that.”

MARK RUFFIN 
Program Director/Real Jazz Sirius XM

Recorded Live January 16, 2017 
at Sear Sound Studio C, New York City

Produced by Paul Stache
Associate Producer: Damon Smith

Recorded and mixed by Chris Allen
Studio Assistant: Owen Mulholland

Mastered by Sterling Sound
Photography by John Abbott

Design by Damon Smith & Paul Stache

Jimmy Greene appears courtesy of Mack Avenue Records
Larry Willis appears courtesy of High Note Records

Executive Producers: Frank Christopher & Paul Stache

The end of 2016 and the beginning of 2017 was a 
pretty heady and heavy time for both our country 
and for trombonist Steve Davis. To also say it 
was a heartfelt time for him and us would be an 
understatement. He not only gained a president 
he disliked but also lost a much beloved family 
member. No one is sure how we as a nation are 
handling things, but an outlet for the up and down 
emotions of the period for Davis is the release of 
his 17th album Think Ahead.

“Thinking ahead is always a good thing to do in life,” 
Davis said in relating the origin of the title track. 

“Like life, this tune is a little complicated so the 
musicians needed to think ahead.”

As far as the country goes, while he was prepar-
ing the music for Think Ahead and gathering his 
sextet to present this music, we were winding 
down quite a compelling election campaign. A 
political message was hardly on the trombonist’s 
mind, however in retrospect he realized the title 
was quite prescient.

“Dreaming for a positive future is more than apropos 
considering the current climate that we’re in,” he 
remarked. “Whether societally or politically, I rather 
think ahead but one must be in the present always.”

Davis was indeed thinking ahead as November of 
last year dawned. The man was quite busy writing 
music and coordinating the schedules of the high 
caliber, first-call musicians he wanted for this, his 
second release for the Smoke Sessions label. The 
itinerary included not only the recording itself but 
three nights beforehand performing at Smoke, the 
Uptown New York jazz house that doubles as home 
for the record company.

Of more immediate concern was his high-profile 
gig celebrating Chick Corea’s 75th birthday at the 
Blue Note club in New York. During the first week of 
the November, Davis was a part of his Leprechaun 
Band that also featured Corea’s legendary friends; 
drummer Steve Gadd and bassist Eddie Gomez, 
along with reed man Steve Wilson. It’s no surprise 
that Wilson shows up on Think Ahead as the two 
Steves are old friends, a bond that was cemented 
when they were together in Corea’s very popular 

’90s group, Origin.

“I fell in love with his melodicism,” Corea com-
mented on Origin’s trombonist after the Blue Note 
gigs. “Steve always comes to the front with some 
thoughtful, lyrical, beautiful playing. He comple-
ments the other players. He doesn’t go for fast 
multi-noted playing. He’ll find a space in the music 
and put some swing into it.

“He is always just what’s needed,” Corea continued. 
“That’s what I love about Steve.”

“He produced Avashai Cohen’s records and I 
was in the band, “Davis remembered about the 
master keyboardist. “Chick comes to me and says 

‘I haven’t really heard a trombone player quite like 
you and I’m writing some parts for you. Can I get 
you on the road with this Origin group?’ I was like….
Yeah, of course, twist my arm.

“We did Origin for three years in the late 90’s and 
early 2000s. We went all over the place. I feel like 
we went everywhere in the world twice. Just an 
unbelievable experience.”

Fresh off the Blue Note gigs came, Davis used 
the legendary musician as inspiration. The track 

BOBBY WATSON

BOBBY WATSON alto saxophone

WITH THE CURTIS LUNDY TRIO
 STEPHEN SCOTT piano   CURTIS LUNDY bass   LEWIS NASH drums
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 1 Blues for Bulgaria 17:59
 2 Hidden Pockets 11:37
 3 Dragonfly 18:42
 4 Jive Coffee 19:03
 5 Pannonica 8:47
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DISC 2

 5 Useless Metaphor 4:48
 6 Let Loose 4:48
 7 Shepherd’s 4:48
 8 Resplendor 4:48
 9 We See 4:48
 10 Cupcake 4:48

DISC 3

 11 Simple as That 4:48
 12 My Ideal 4:48
 13 Dragonfly 4:48
 14 Why Wouldn’t You 4:48

Peter Bernstein
SSR-1705

Signs LIVE!

Peter Bernstein
SSR-1705

Signs Live

 1 Useless Metaphor 11:51
 2 Let Loose 15:22
 3 All Too Real 13:19
 4 Resplendor 8:41
 5 Crepuscule with Nellie / We See 14:34
 6 Cupcake 13:49

All compositions by Peter Bernstein except
“Pannonica,” Crepuscule with Nellie” and “We See” by Thelonious Monk

PETER BERNSTEIN guitar 

BRAD MEHLDAU piano   CHRISTIAN McBRIDE bass   GREGORY HUTCHINSON drums 

I would like to thank Brad, Christian, and Greg for playing so beautifully; Jason Olaine, Gabrielle 
Armand, and Greg Scholl for making it happen; and everyone at Dizzy’s for making it a great place 
to play. Also, Paul Stache, Frank Christopher, and Damon Smith for wanting this music to be heard. 

I would like to dedicate the music to the memory of my mother, Toby Frank. She was such a lover of 
music and supporter of me and all of my musical friends, all of whom knew her and appreciated her 
positivity and incredible spirit. 

Pete Bernstein 
5 May 2017

Photo courtesy of Christian McBride

PETER BERNSTEIN
Signs LIVE!

GREGORY
HUTCHINSON

CHRISTIAN
McBRIDE

BRAD
MEHLDAU

PETER
BERNSTEIN

GREGORY PORTER voice

NORAH JONES voice

JANE MONHEIT voice

KURT ELLING voice

HAROLD MABERN piano

PETER BERNSTEIN guitar

JOHN WEBBER bass

JOE FARNSWORTH drums

ALEXIS COLE voice

JEREMY PELT trumpet

ERIC ALEXANDER saxophone

STEVE TURRE trombone

 8 Billie’s Bounce 4:24
with Kurt Elling

 9 Portrait of Jennie 5:39
with Kurt Elling

 10 You Needed Me 4:02
with Kurt Elling

 11 Such is Life 5:07
with Alexis Cole

 12 Do It Again 5:19
with Peter Bernstein

 13 Mozzin’ 5:50

 14 Bobby, Benny, Jymie, Lee, Bu 4:29

 1 The Chief 5:07

 2 Afro Blue 5:25
with Gregory Porter

 3 The Man from Hyde Park 5:52
with Gregory Porter

 4 Fools Rush In 4:36
with Norah Jones

 5 Don’t Misunderstand 4:23
with Norah Jones

 6 I’ll Take Romance 3:50
with Jane Monheit

 7 My One and Only Love 5:38
with Jane Monheit
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ERIC ALEXANDER / JOHN WEBBER / JOE FARNSWORTH

 1 The Chief 5:07
Harold Mabern
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 2 Afro Blue 5:25
Mongo Santamaria / Oscar Brown, Jr.
Gregory Porter vocals
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Steve Turre trombone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 3 The Man from Hyde Park 5:52
Harold Mabern
Gregory Porter vocals
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 4 Fools Rush In 4:36
Rube Bloom / Johnny Mercer
Norah Jones vocals
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Steve Turre, trombone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 5 Don’t Misunderstand 4:23
Gordon Parks
Norah Jones vocals
Harold Mabern piano

 6 I’ll Take Romance 3:50
Ben Oakland / Oscar Hammerstein II
Jane Monheit vocals
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Steve Turre trombone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 7 My One and Only Love 5:38
Guy Wood / Robert Mellin
Jane Monheit vocals
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 8 Billie’s Bounce 4:24
Charlie Parker
Kurt Elling voice
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bassa
Joe Farnsworth drums 

 9 Portrait of Jennie 5:39
J. Russel Robinson / Gordon Burdge
Kurt Elling voice
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

 10 You Needed Me 4:02
Randy Goodrum
Kurt Elling voice
Eric Alexander tenor saxophone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

11 Such is Life 5:07
Harold Mabern
Alexis Cole voice
Jeremy Pelt trumpet
Eric Alexander tenor saxophone
Steve Turre trombone
Harold Mabern piano
John Webber bass
Joe Farnsworth drums
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12 Do It Again 5:19
Donald Fagen & Walter Becker
Peter Bernstein guitar
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

13 Mozzin’ 5:50
John Farnsworth
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

14 Bobby, Benny, Jymie, Lee, Bu 4:29
Harold Mabern
Harold Mabern piano
John Webber bass
Joe Farnsworth drums

Harold, you have a reputation as a great accompanist not 
only for instrumental soloists but for vocalists, too.

Well, I love vocalists. I love to play for singers because 
that’s really how you learn how to play the piano jazz-wise. 
They go through every aspect of music—changing keys, 
slow tempos to fast, playing rubato, playing verses, all 
of the Great American Songbook—that’s really how you 
learn how to play. It’s a tremendous challenge to play for a 
vocalist. You’ve got to orchestrate when you play for them.

Do you have a different approach to playing behind a vocal-
ist as opposed to, say, George Coleman or Eric Alexander? 

Well, yes and no. I put it like this. I try to use the same 
forte, but with a little less power. I don’t know if that makes 
any sense. You have to be a little bit more delicate with 
singers; know when to push and know when to lay back.

You’ve worked with a lot of singers going back to your 
earliest years in New York. How did that get started?

I would say Betty Carter was probably the first one. We 
played a couple of gigs at Birdland and I think that word 
kind of got around, see, because the old-timers and 
when I say old-timers, I say that with respect; our elders, 
they would scope you out. They wouldn’t say it, but they 
would check you out and next thing I knew I was working 
there with Johnny Hartman; opposite Coltrane—that’s 
where Coltrane got that idea from, you know—opposite 
Horace Silver. Oh, man, it was jumpin’. The trio was in the 
middle and the two other groups on the outside, Tuesday 
through Sunday. Monday night was off where they gave 
the youngsters a chance to play and all the guys like 
Cannonball and Trane, they would come by and check 
them out. So, I kind of built up a little reputation—Harold 

Mabern Trio with Irene Reid opposite Art Blakey, Harold 
Mabern Trio with Dakota Staton, with Ernestine Anderson, 
with Arthur Prysock, Gloria Lynne, so I was really blessed. 
That’s how I came about being like a steady accompanist 
at Birdland because I had a passion for it.

You’ve already mentioned John Coltrane and you open 
the record with an instrumental original called “The Chief.” 

Yeah, I wrote that for him about 20 years ago. They used 
to call Trane “The Chief” He was very influential in my life 
after being around him and seeing what a great human 
being he was. Man, I wish the whole world could have 
known John Coltrane. You would think somebody who 
could play like that, that kind of a genius, would be all… he 
never stuck his chest out; just the opposite; very humble; 
never satisfied. I used to have a lot of talks with him. He 
was a very inspiring person to be around then.

The band seems to pick up on that inspiration.

Well, I’m really flattered and honored and in debt to them 
for the wonderful job they did with the music—Joe, John, 
and you know how I feel about Eric Alexander after all 
these years, Steve Turre and Jeremy Pelt. The dedication 
of all the musicians was very special to me.

In planning this record, you came up with a list of about six 
of your favorite singers and five of them are on this record. 
The first one is Gregory Porter. How did you know Gregory?

We knew each other from his Thursday nights here at 
Smoke. I was totally impressed with him right away 
because not only was he an excellent singer, could sing 
the love songs, the Great American Songbook, but he 
could write his own compositions that made sense. With 

“Afro Blue,” we already had my arrangement intact and 

I thought that it was just made for him and that he can 
handle that kind of tempo. Then, I thought about “The 
Man From Hyde Park,” I said, “That’s Gregory, too. That 
has Gregory’s name on it.” I wrote that for Herbie Hancock, 
about when I first met him.

When you write, does the music come first or the lyrics?

Well, I tell people—not to sound like I’m a genius or any-
thing, but Quincy Jones said the same thing—95 percent 
of the songs I’ve ever written, good or bad, I never write at 
the piano. I’m walking down the street just whistling and 
humming. So, in this case, the lyric and the melody came 
first… “I first met him a long time ago Southside. He was 
standing in front of a club outside.” That club was called 
the Archway Lounge on 61st near King Drive in Chicago. 
It was owned by Harold “Killer” Johnson who was Sugar 
Ray Robinson’s manager. Herbie was almost too young 
to get into the club. I was playing there with the MJT +3 
so I told him to sit in with the band. When it says, “I heard 
D.B. say” that was Donald Byrd and the Duke who “was 
away” was Duke Pearson who was known to not show up 
for a gig and when it says, “he took lessons from Chris,” 
that’s about Chris Anderson, of course. 

It’s a great song and lyric. Next there are two with Norah 
Jones. Had you worked with Norah before?

Well, I knew her mainly through her songs but I’ve always 
admired her singing. She sings beautifully. She called 
and suggested, “Fools Rush In” and I said, “How can 
we do this?” Right there, we conceptualized. I told Joe, 

“Poinciana Beat,” that’s all I told him. He nailed it and 
that fit her voice because she was laying back on it. She 
laid back on it and I mean she did it for everybody. She 
did a tremendous job. Both of the tunes Norah wanted 
to do were a real challenge for me but especially “Don’t 
Misunderstand.” She mentioned on the phone, “Why 
don’t we do that just piano and voice?” And I said, “Well, 
let me get to thinking about it. What key?” and she said, 

“I’m thinking A flat.” So, I went right to the piano because 

that’s not played that much. I had to work on it because 
it’s a tricky little song but it really worked.

Tell us a little about  working with Jane Monheit. She sings 
two beautiful standards with you.

Well, see, I’ve always been down with Jane Monheit. She’s 
a lovely singer with a lovely voice. I don’t think I’ve ever 
seen her in a club but maybe once in her whole career, 
but I’ve always liked the sound of her voice. When we 
talked, we decided on “I’ll Take Romance,” because that 
one hasn’t been overdone and then I thought “My One 
and Only Love” would be good for her, too, because I 
love that. When I mentioned it, she said, “That was my 
wedding song,” so that was just a little stroke of luck.

How would you describe the next vocalist, Kurt Elling?

Well, Mr. Kurt Elling can sing anything. Kurt’s voice is a 
little bit more on the gritty side, which I like. It’s good grit. 
He could sing “Happy Birthday to You” and make it work 
with the timbre of his voice. He called “Billie’s Bounce” at 
the date, which we had a great time with and then he did 

“Portrait of Jennie” which again just fits his voice. It’s a 
pretty tune, but the thing is, it’s really just a 16-bar blues 
with a bridge like “Misty” or “Please Send Me Someone to 
Love.” Kurt sings it like a blues, too, again with great grit.

Kurt was also part of some spontaneous magic in the 
studio, right? What happened with “You Needed Me?”

Here’s the funny thing, I originally thought about Norah 
Jones for that, but Paul thought maybe it wasn’t right 
for her. So, here’s what’s weird about record dates, man. 
You were there. I’m getting ready to write the music for 
Eric to play because I was determined and I wanted to 
do it even as an instrumental. Kurt had his coat and hat 
on and was walking out the door, right? I started playing 
it, he comes over, and starts singing “I cried a tear. Da-
da-da-da,” and then a little voice said, “Bingo,” and the 
rest hopefully is history. He nailed it too. That one could 
have gotten away from us. That was some phenomenal 

stuff and the background that Eric put on that. That’s why 
I say you can’t plan this.

The last vocal feature is your original “Such is Life.”

When I wrote… I mean when “Such is Life” wrote itself. I 
didn’t write it. Those are kind of deep lyrics. Bill Lee, Spike 
Lee’s daddy, is really responsible for me writing that song. 
I was still in Chicago then and we were doing that kind of 
stuff, writing lyrics, and I was so overwhelmed by listening 
to Frank Sinatra and Nelson Riddle. How old would I have 
been then? Maybe 22, 23? I can’t believe that I wrote that 
at that age. I’m really proud of that. Even though the lyric 
might sound sad, I was very happy when I wrote it. It’s a 
love song, a heartbreaker, but I was very happy.

Alexis Cole sings this very special song.

Alexis got it perfectly. It was originally a ballad but I 
decided to do it here as a Bossa Nova and that’s when 
I thought of Alexis. Now, “Rakin’ and Scrapin’” is very 
special to me but I would say “Such is Life” and “The Man 
from Hyde Park” are probably my two most important 
compositions. When I listen to the lyrics of those two 
songs, I can’t believe that I wrote them, but I know I did.

This set concludes with three instrumentals and the first 
one is Steely Dan’s “Do It Again” featuring Peter Bernstein.

Well, I said if we’re going to do “get back, Jack…” I gotta 
have Bernstein on that. I figured that was a perfect song 
for him. I was listening to it the other day and I told him 
last night what a wonderful job he did, too. What was 
it? One take, right? I never go into a studio saying, “I’m 
gonna make this a big hit.” You can’t do that. Music will 
let you know what it’s going to do, but if it’s good music …

The date ends with two trio tunes that sound just like the 
ending of many of your live sets.

Well, the first one, “Mozzin,’” is by my dear friend, John 
Farnsworth. He’s a great writer and player so I was de-
termined to put that on for him and it’s a beautiful tune.

And, last but not least is “Bobby, Benny, Jymie, Lee, Bu.”

That’s written for the Jazz Messengers: Bobby Timmons, 
Benny Golson, Lee Morgan, Jymie Merritt, Art Blakey—

“Buhaina”—and here again, I stole that from myself. That 
melody comes from the vamp on “Greasy Kid Stuff,” so 
I made a song out of it. It sounds familiar now, right?

Speaking of Bobby Timmons. What was he like?

Oh. Bobby Timmons… I don’t like to use the word “hip” 
but if you look up “hip piano player” in the dictionary, you 
will see Bobby Timmons’ picture there. Bobby was hip 
without trying to be hip. See, the thing about those guys, 
he and Lee Morgan, they didn’t believe in cliques. They 
were very warm to me; very receptive to me. Timmons 
would say, “Harold Mabern, come on, we’re going to 
see Thelonious tonight. He likes your playing.” I said, 

“Likes my playing?” I… We spent a lot of time, quality 
time together, man.

Well, that’s about it for our time. Thank you for sharing 
some of your thoughts about this very special record.

Well, I’ll tell you, it was really the most difficult thing I’ve 
ever done. I was up at 3:00 and 4:00 in the morning trying 
to conceptualize this. It was definitely a challenge, but I 
think we pulled it off. I’m quite pleased with it, you know.

And thanks to everybody else who was involved. It was 
beautiful, man. I feel honored and flattered that they 
would think enough to want to be part of my little project. 
I feel good when singers say they love the way you play. 
That’s the highest compliment. Well, when anybody says 
they love the way you comp, because accompanying is 
an art form. It’s just a state of mind, but that’s the thing. 
I love to comp.

HAROLD MABERN WITH DAMON SMITH 
December 29, 2014

“I feel good when singers say they love the way you play. That’s the 
highest compliment.” — Harold Mabern

*except tracks 1, 5, 7 & 9

EDDIE HENDERSON trumpet & flugelhorn
GARY BARTZ alto saxophone* 
GEORGE CABLES piano & rhodes
DOUG WEISS bass 
CARL ALLEN drums
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Eddie, will you tell the story again of how you got started 
in music, of how you got started on the trumpet.

Well, it really started because of my parents; I grew up in 
a musical family and my parents knew everybody in show 
business. My mother was a dancer in the original Cotton 
Club. Billie Holiday was her roommate and Lena Horne 
was her best friend. My father, who died when I was nine, 
was in the number one black singing group in America, 
over and above the Mills Brothers and the Ink Spots, a 
group called the Charioteers. So, when I was nine years 
old my mother took me—she, Sarah Vaughn, and Billie 
Holiday—took me down to hear Louis Armstrong at the 
Apollo Theatre. I remember sitting in the loge seats and 
thinking to myself, “Wow, Louis Armstrong, what a big 
sound.” Then, they took me back stage and Satchmo, 
on his horn and mouthpiece, showed me how to make a 
sound. I was just nine years old and in the 5th grade; but 
I really didn’t know who he was and what stature he held.

So, I started taking private lessons in the Bronx and 
progressed pretty quickly and my mother took me back 
to see Louis Armstrong about a year later and I played 

“Flight of the Bumble Bee” for him backstage at the Apollo 
Theatre. I remember he screamed and fell off his chair. 
And, as he was getting up, he said, “Man, that’s some of 
the baddest shit I ever heard in my life, Little Eddie.” And 
so he told his wife Lucille to give me a book of ten of his 
solos transcribed. I still have the book. At the beginning of 
the book, he wrote, “To Little Eddie, this is to warm your 
chops up by. Sound great. Keep playing. Love, Satchmo.”

Then, my parents moved to San Francisco and I started 
taking classical lessons at the San Francisco Conservatory. 
After about three years, I came home from my lesson 
one day and Miles Davis is sitting in the living room. My 
stepfather was a doctor for all the famous musicians like 

Duke Ellington and Count Basie, Coltrane and Miles, so 
Miles is staying for the whole week ’cause he was playing 
at the Blackhawk. The first night he took me along to the 
gig, just Miles and myself. He had Coltrane and Cannon-
ball with his band and when I heard that, I said to myself, 

“That’s what I want to do for the rest of my life,” and I’ve 
been on the path of trying to play jazz music ever since 
then; since about 1958.

Now that’s what you call an epiphany! But, before you 
chose music, you were a champion figure skater. Is it true 
that you almost pursued a career in skating?

Yes, that’s right. I thought figure skating was going to be 
my calling in life. When I first moved to San Francisco, 
it was during the summer and I didn’t know anybody. I 
was 14 years old and I had no friends. I went to see the 
Ice Follies and I fell in love with figure skating. I threw my 
whole being into it. I was the first black person on this 
planet to ever compete in national championships. I was 
sort of like the Jackie Robinson of figure skating. I did win 
the Midwestern Championship in the novice men’s division 
but I’d run into so much racism and stuff that it kind of 
turned me off and eventually ended my skating career.

And, were you involved in any other sports?

I had the high school record in throwing the shot and I 
was like All-City Track and All-City Basketball. My first 
year in college at USF (University of San Francisco), I 
was the point guard on the freshman team and I used 
to scrimmage with Bill Russell who was on the varsity. 
But, I just never grew anymore. I could just barely dunk 
at that time. That’s when I went into the service for two 
years, the Air Force. When I came out, that’s around the 
time when I met Miles Davis, and the light went on and 
I turned to music.

But, before we get back to music, you’re also Dr. Eddie 
Henderson. When did you decide to become a doctor? 
How did you find time for medicine and music?

Okay, well, my stepfather was a doctor and he always 
encouraged me to become a doctor. Actually, he said I 
would never be a doctor; I would never be as smart as 
him, so that just made me mad. I went out of my way to 
go to medical school, be a doctor, and continue playing 
music, too. I played music all through medical school at 
the Howard Theater in DC with all the Motown greats like 
Smokey Robinson and the Miracles, James Brown, the 
Temptations...and, I’d go up to New York and study with 
Freddie Hubbard and Lee Morgan and just listen to all 
the cats in the mid-’60s. I was really torn because music 
started to become more of my heart than medicine, but, 
I said, “Well, I’m going to finish school. I’m so close.”

And then you specialized in psychiatry. Is that also how 
you met Thelonious Monk?

Well, yes, I did. After medical school during my internship, 
I was the psychiatric resident on call one morning about 
4:00 a.m., when they said, “Doc Henderson, you have 
a patient.” So, I came down, I was tired, but suddenly I 
looked at the patient. He’s sitting there not talking, and I 
said to myself, “That’s Monk!” He wouldn’t talk, of course, 
so I said, “Well, why are you here”? He had this little ring 
that said M-O-N-K on it. So, the only thing he would do 
was turn it like upside down and grin and say, “Monk 
know.” And, that was it. When they found out that he 
was a musician, they’d let me take him to gigs and stuff. 
They didn’t know what to do with him. They wanted to 
lock him up but he became my patient and I wrote and 
signed the discharge papers. “Diagnosis: schizophrenia, 
unclassified type.”

How did you become interested in psychiatry?

Well, when I looked at the on-call schedule for a psy-
chiatry residency, it was once every 45 days. If I’d gone 
into surgery or pediatrics or gynecology, I’d be on-call 

every other night for four more years. So I said, “Well, 
psychiatry’s for me; give me more time to play music.” So, 
I did that. I had almost finished the residency when I got 
the call that Herbie Hancock needed a trumpet player for 
one week ’cause his regular trumpet player was with Ray 
Charles. And, that one week turned into the rest of my life.

How long were you with Herbie?

I was with Mwandishi for about three years until 1973, 
then I joined Art Blakey for about four months, but then he 
wouldn’t pay people, so I moved back to San Francisco. 
I went to this doctor’s office and told them that I had my 
license and could he hire me or something. But, I told him, 

“Well, I’m really into music, as my first priority. If I get a 
tour, I’ve got to go.” So this guy, the head doctor at this 
clinic, says, “Well, look, that’s fine. You can go whenever 
you please, just let me come along with you and beat a 
bongo.” And, so, I’d go on tours for six, seven weeks at 
a time sometimes and he’d pay me while I was gone like 
I was working at the office.

It was ideal. I had my cake and ate it. It seemed I was 
playing almost every night at Todd Barkan’s club, the 
Keystone Korner. Art Blakey, Elvin Jones, Dexter Gordon, 
Roy Haynes—all the greats would come through there 
and hire me so I didn’t have to move to New York, but 
when it closed, that’s when I moved back to New York 
in 1985. That’s when things really took off.

Before we run out of time and space, will you talk a little 
about this project and this group, the guys in this group?

Oh, absolutely. Yeah, so, I thought very carefully about 
who to pick and knew intuitively before we even rehearsed 
and performed this music at Smoke that it was going to 
work. I just knew that they would blend and gel musically. 
Just like I learned from Miles, he wouldn’t pick names 
arbitrarily, he would think about chemistry, the musical 
chemistry of people. George, Gary—I go way back with 
both of them to the ’70s and Doug Weiss and Carl Allen 
are just great, great musicians who I’ve worked with a lot.

They were inspired choices. Now, let’s get to the music. 
Tell us a little about these tunes.

Well, let’s see, the first one is “Sunburst,” which was sort 
of a hit when it first came out. What is kind of interest-
ing about the Sunburst record is that I had just gotten 
all that electronic equipment—Wah-Wah, Phase Shifter, 
Echoplex—the night before. I was just like a little kid in 
the candy store, but luckily, it all just synced together.

And then, “Dreams,” that’s the first tune I ever wrote in 
my life when I was with Art Blakey. He always encouraged 
everyone in the band to write, to be a composer. I just 
wrote out a little sketch ’cause I don’t like to write in all 
the notes. I write them just like Miles Davis said to just 
write a sketch and let all the musicians fill in. He’d say, 

“A Collective Portrait is better than a self-portrait,” so 
that’s how “Dreams” was formulated.

“Morning Song,” is a tune from one of my Fusion albums 
in the ’70s, Coming Through, that George was on. He 
wrote it at my house in California one morning and then 
we recorded it that afternoon. That was about 1977. I 
always loved that tune and so I took advantage of this 
opportunity to play it with him again. What’s next?

Duke Pearson’s “You Know I Care?

Oh, well, the only person I ever heard play that is Joe 
Henderson on Inner Urge and I always loved that song. 
I used to practice with the record but this was the very 
first time I actually ever played it with anybody. And, 

“Beyond Forever” is another tune that I recorded with 
George on Coming Through. We just put a little different 
twist on it here.

Then, there’s Freddie’s “First Light.”

Well, Freddie Hubbard was my big mentor. I was so familiar 
with it, but I’d never performed it. It just felt so natural 
plus George played it with Freddie Hubbard for years. 
It was like they rolled out a red carpet for me. I loved it.

“Together” is very special to me because Natsuko wrote 
that for us. She’s a fantastic composer. I’ve recorded her 
tunes on three different CDs and, lo and behold, they 
turned out to be the best tunes on them.

Oh, yes, “Ginger Bread Boy,” I first heard that way back 
on Miles Smiles. I’ve always revered Miles Davis so much 
and loved the way Miles played on it, just the feeling. 
And, Jimmy Heath wrote it and I had the opportunity to 
play with him about 15 years ago and we played that so 
it’s real special to me for both of those reasons. And, of 
course, Gary played with Miles so…Yeah.

You’ll have to pronounce the name of the composer who 
wrote “Spring.” 

Sure, Leszek Kułakowski. He’s a pianist. Actually, he’s an 
architecture professor, but a very good pianist. I had the 
opportunity to do a couple of tours and records with him 
in Poland. “Spring” is a very romantic tune that I loved 
as soon as I heard it.

And, the last one was written by another great trumpeter, 
Woody Shaw.

“Zoltan!” I first heard that on Larry Young’s record Unity 
in the early ’60s, which had Woody Shaw on it, of course. 
I’d just met Woody Shaw during that period, and I was 
hanging out with him and he played it for me. I’ve always 
wanted to play it but this was my first opportunity, so I 
was thrilled to get a chance.

That’s perfect, Eddie. Thank you for sharing so much 
about yourself and this music. 

EDDIE HENDERSON WITH DAMON SMITH 
September 25, 2014
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GARY BARTZ / GEORGE CABLES / DOUG WEISS / CARL ALLEN

 6 First Light 8:45
Freddie Hubbard

 7 Together 5:45
Natsuko Henderson

 8 Ginger Bread Boy 5:08
Jimmy Heath

 9 Spring 5:29
Leszek Kułakowski

 10 Zoltan 6:46
Woody Shaw

 1 Sunburst 8:21
Eddie Henderson

 2 Dreams 9:56
Eddie Henderson

 3 Morning Song 7:40
George Cables

 4 You Know I Care 5:52
Duke Pearson

 5 Beyond Forever 4:47
George Cables

Recorded May 12, 2014
at Sear Sound, Studio A

New York City

Produced by Paul Stache
Associate Producer: Damon Smith

Recorded & Mastered by Roman Klun
Studio Assistants: Owen Mulholland & Grant Valentine

Mixed by Roman Klun & Paul Stache
Photography by Jimmy Katz

Design by Paul Stache & Damon Smith

George Cables appears courtesy of High Note Records 

Executive Producers: Frank Christopher & Paul Stache

Many elements are involved in making music. My gratitude goes out to the wonderful musicians, 
Gary, George, Doug, and Carl, who gave their talents to this project and to producer Paul Stache for 
his invaluable suggestions and skill. Most importantly, a very special thanks goes to my wife Natsuko 
for the love and support she has given me over the past 20 years to sustain our life, “TOGETHER.”

EDDIE HENDERSON

prod master:
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artist:
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contact:
ofa date:

STEVE TURRE trombone & shells
BRUCE WILLIAMS alto & soprano saxophones
XAVIER DAVIS piano
GERALD CANNON bass
WILLIE JONES III drums
CHEMBO CORNIEL congas*
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When you think about this record, Spiritman, what comes 
to mind? How would describe it? 

Well, to me, it’s the first record I’ve done in a long time 
that really focuses on my trombone playing. I like to swing 
and I like to play the blues. I’m not ashamed to swing 
and I’m not afraid to swing. I think that’s the foundation 
of the music and I’m proud of it.

I know you have a lot more to share about this music, so 
should we dispense with the formalities and get right to it?

Cool. All right. Well, the first one is “Bu.” That’s a nickname 
for Art Blakey. One of his names was Buhaina, so we used 
to just call him Bu for short. Art brought me to New York. 
I would not be here if it wasn’t for Art Blakey.

I sat in with him at the urging of Woody Shaw in the 
spring of ’73. I was on the road with Ray Charles for a 
year in ’72 and, when I came back, Woody had moved 
to San Francisco and was working with Joe Henderson 
and Bobby Hutcherson. I went to see him and we struck 
up a conversation and we just bonded. The first time we 
played together, it just clicked. We would breathe in the 
same place and we would phrase very similarly. I’ve known 
two people in my life I could tune into what they were 
feeling and go with it without ever talking about it. One 
was Rahsaan Roland Kirk and the other was Woody Shaw.

Woody introduced me to Art Blakey at the Keystone 
Korner in San Francisco. I was shy, so Woody said, “Go 
on and ask him—ask him !” nudging me forward. I was 
24 and I was humbled and scared, but I really wanted 
to play this music, so I said, “Hi, Mr. Blakey, could I play 
a song with you?” He said, “Get your horn,” so I went 
up and played. I think he did “Moanin’” and I knew that. 

“Play another one,” he said. Then, he did “Blues March.” 
I knew that. “Play another one.” He did “Whisper Not.” I 
knew that so then he gave me a ballad feature and I was 
scared to death. (Steve laughs) I’m tellin’ you, man, I 
thought people could see my knees shakin.’ Art had me 
play the rest of the set, and after the gig, he said, “You 
wanna join the Jazz Messengers and go to New York?” 
I said, “Yeah, when?” “Now. Pack your bags. You finish 
the week with us and then we’re gone.”

So, that’s when you came to New York?

Yeah, but first we did a week in St. Louis and a week in 
Chicago. Then, we opened at the Village Gate in New York 
City. All of a sudden, I’m playing at the Village Gate with 
Art Blakey! Opening night, there’s this guy sitting in the 
front row looking at me the whole set but I didn’t recognize 
him—thank God—I would have been a wreck if I had. It 
was Curtis Fuller. I had his records and he was a giant to 
me, bigger than life, but I didn’t realize that he was not 
as tall as me! That’s when I first met Curtis. 

Anyway, Art brought me to New York. I stayed at his 
apartment for two, three weeks until I found a place. He 
was really good to me, really good to me, and I wouldn’t 
be here if it weren’t for Art.

That’s a great story and “Bu” is a great opener! Do you 
want to move on to “Lover Man?”

Well, “Lover Man”, you know, what I was actually hearing 
with this one was an organ group—how the B-3 sounds 
with a guitar and drums. And, I just pay the melody. This 
arrangement would work perfect with an organ group—
that style of toe tappin’ swing. I feel we captured that 
feeling on this track! 

The third track is your original, “Funky Thing.”

Well, I just wrote that in the last couple of months for 
the Saturday Night Live Band. We play it on the show 
sometimes. Look, I’m a swinger, but, to me, funk is still 
the blues. Swing comes from the blues; funk comes from 
the blues. To me funk and the blues are like family. It ain’t 
really that different.

“Trayvon’s Blues” is obviously very important to you and 
has become a centerpiece of your live performances.

Well, when that murder happened, I was appalled as I 
think probably a majority of the—as I know a majority of 
people were. It hit home. That could have been my son. 
I was sitting at the piano one day, and it just came out. I 
wanted the first part to be soft and smooth, mellow, and 
the second part exploded and raw with all hell breaking 
loose. Then, at the end, when I’m playing the shells, I’m 
calling for help and that’s it. But, the tune’s evolved the 
more I played it. I understand how to perform it now, but I 
performed this maybe for six months before the recording 
and figured out exactly how to pace it.

It’s definitely a powerful song and performance.

Thanks...The next one, “It’s Too Late Now” is just a ballad 
that I enjoy playing, I heard a recording of Nancy Wilson 
singing it, and I fell in love with this song. I performed it 
here at Smoke many times, and I finally recorded it. I was 
very happy with the way it came out. And, “With Song in 
my Heart,” that’s just an up-tempo song that I like blowin’ 
on it. I kind of tweaked it and put my own ending on it 
but I didn’t try to change it or re-harmonize it or anything.

It always brings the house down at Smoke. Next is George 
and Ira Gershwin’s “’S Wonderful?”

Interestingly enough, I guess I should tell the story of 
what made me want to play this song. I’ve heard it a 
million times, but I never thought about playing it myself. 
I teach at Julliard and one day my students were having 

a master class with Bill Charlap on playing standards. He 
played it just very simply and, all of sudden, it clicked with 
me. I’d heard it before, but when he played it, I thought, 

“This is a hip tune. It’s simple but it’s cool and, it sounds 
good on the trombone.” Not every tune fits the voice of 
the trombone so I came up with this arrangement with 
the little breaks and stuff, not to change the song or the 
harmony, but to just give it my own personality.

Next is the aptly titled, “Peace,” by Horace Silver.

I did that for Horace who just passed away this year. I 
love this song and I loved Horace. All his pieces have 
real quality and craftsmanship…and they’re fun. He was 
such an ebullient, uplifting spirit and I was fortunate to 
have had the opportunity to record with him. That’s for 
him and wishing him to rest in peace.

I had to look it up, but tell us about “Nangadef.”

“Nangadef” is a word in the Wolof language from Senegal. 
Now this brings the Latin (which is African) element to 
the stage to feature Chembo Corniel. We’re good friends 
and played together for many years with a group called 
the Latin Jazz All-Stars. He said, “Man, if you ever need 
me, just call” so I did. And, when I had the shell band, 
my hand drummer Abdou Mboup was from Senegal. He 
would always say “Nangadef,” which means hello. So, I 
kind of wrote it for him. It’s got a different vibe because 
of the hand drum and that it’s written in 6—African 6—but 
it’s really just a blues.

The final track opens with your “Spiritman” before going 
into “All Blues” and you play the shells on this one.

Well “Spiritman” is actually a separate song, but I use it 
like an introduction for “All Blues.” It’s really a vehicle for 
the drummers to cut loose, but I didn’t go into all that here. 
I just used the melody part. This year in April passed, I 
was invited to perform on International Jazz Day in Osaka, 
and I ended up opening the whole concert playing that 

“Spiritman” melody solo. There were these Japanese Taiko 

drummers along with my shells. They started grooving 
and we were playing together…it sounded like thunder! 
It wasn’t that long, but it opened the whole thing up, and 
the people, they really responded to that.

“Spiritman” is also a milestone in recording for me because 
I’ve been developing for many years playing the shells 
into the piano while the pianist is stepping on the pedal 
to sustain it. What is being heard on this record—it’s not 
an electronic effect—are natural sounds. Whatever notes 
or pitches—whatever pitches the shell excites in the air, 
the piano strings pick up sympathetically and vibrate. 
The whole piano just kind of starts resonating, and it’s a 
mysterious spirit to come out of that. You know, it’s not 
notes. See, to me, when you really get deep into music, 
it’s not about notes. It’s about language and vibrations.

Then “All Blues,” I’ve played before, but not the way I 
did it here, up-tempo and poppin’ with the sax and two 
shells at once. It almost sounded like a horn section. That 
all comes out of Rahsaan. I gotta give it up to Rahsaan. 
That all comes from having worked with him.

Speaking of saxophonists, Bruce Williams sounds great 
here. The sound of the trombone with both the alto and 
the soprano is such a great combination, too.

Man, in the last couple of years, Bruce has really blos-
somed and come into his own. He’s a new voice, a major 
voice. He’s not just playing notes anymore. He’s singing 
with his horn and that’s it, man.

And, of course, the rhythm section sounds great, too.

Well, Willie Jones and I have played together many times 
over. He’s just marvelous; has such a great touch and 
swing and everything. Gerald and I have been working 
together for many, many years now, too. We’re comrades 
in the music. And, Xavier, that’s my cat. He understands 
how to play with me. I really like what he does. He also 
knows a lot of different styles. That fits what I do because 
I don’t just play one way. Even in the course of a song, I 

might start out phrasing more in a bebop style and then go 
into some real bluesy kind of stuff and Xavier will change 
his voicing to go with that sound and that color and, man, 
that really makes the music go different places. I enjoy it.

Before we finish up, can you talk about what the title 
Spiritman means to you? How it relates to your thinking 
about this music?

Well, it’s interesting. I’ve had so many wonderful experi-
ences playing with so many diverse musicians from jazz 
and Latin music to blues, pop and world music—a lot of 
different things. I played with Hugh Masakela, Township 
Music. We were rehearsing one day, and he told me this 
story. When he was a young kid in high school, he used 
to cut school and go rehearse and play all day with the 
older guys. He didn’t have it all together yet, but he said 
he was talented enough that they would let him come 
and hang. He was still a kid and always mischievous 
and cutting up, until one of the older guys finally told 
him, “That’s okay, you got to have fun, but you’ve also 
got a responsibility, you know? You’re a musician.” He 
says, “What do you mean responsibility?” “Well, in the 
tradition of our people, a musician is like a doctor—a 
musician is a doctor. You’re supposed to make people 
feel better. You’re not doing it just because you want to 
be a star or be the center of attention. You’re doing it to 
give of yourself, your life force, and the sound that comes 
out of your horn. It’s from your body, your life energy goes 
through your music to heal people, and it takes them to 
another place.” Boy, that really struck a chord with me. It 
made me think of working with Ray Charles and Rahsaan 
and then later on people like Woody, McCoy and Dizzy. 
Music is about giving and about searching and so that is 
the spirit. Because without the spirit, music is just notes.

Steve, thank you very much. Let’s leave that as the last 
thought. That’s the perfect ending right there.

STEVE TURRE WITH DAMON SMITH 
December 2, 2014

Let me thank everyone involved in this project from the 
bottom of my heart for their spirit and expertise. I am 

very proud of this record as it represents the next step 
in my evolution as a musician. It would not have been 
possible without the collective efforts of Bruce, Xavier, 

Gerald, Willie and Chembo. The chemistry was sublime.
STEVE TURRE
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 6 With a Song in My Heart 6:16
Richard Rodgers / Lorenz Hart

 7 ’S Wonderful 5:30
George Gershwin / Ira Gershwin

 8 Peace 7:51
Horace Silver

 9 Nangadef 5:45
Steve Turre

10 Spiritman – All Blues 9:07
Steve Turre – Miles Davis

 1 Bu 6:40
Steve Turre

 2 Lover Man 6.29
Jimmy Davis, Ram Ramirez & James Sherman

 3 Funky Thing 5:50
Steve Turre 

 4 Trayvon’s Blues 7:07
Steve Turre

 5 It’s Too Late Now 9:27
J. Fred Coots, Matt Furin & Tim Gayle

Recorded Live at Sear Sound, Studio A,
New York City on June 1, 2014

Produced by Paul Stache
Associate Producer: Damon Smith
Recorded & Mastered by Roman Klun
Studio Assistants: Ted Tuthill & Lim Wei
Mixed by Roman Klun & Paul Stache
Photography by Jimmy Katz
Design by Paul Stache & Damon Smith

Willie Jones appears courtesy of WJ3 Records 

Executive Producers: Frank Christopher & Paul Stache

“Music is about giving and about searching and so that is the spirit. 
Because without the spirit, music is just notes.” — Steve Turre

BRUCE WILLIAMS / XAVIER DAVIS / GERALD CANNON / WILLIE JONES III

GEORGE COLEMAN tenor saxophone

MIKE LEDONNE piano & organ

BOB CRANSHAW bass

GEORGE COLEMAN, JR. drums

PETER BERNSTEIN guitar*

 6 Darn That Dream 6:xx
Jimmy Van Heusen / Eddie DeLange

 7 Sonny’s Playground 7:xx
George Coleman 

 8 These Foolish Things 8:xx
Jack Strachey, Harry Link / Eric Maschwitz

 9 Time to Get Down 5:xx
George Coleman

 1 Invitation 6:xx
Bronisław Kaper / Paul Francis Webster

 2 The Shadow of Your Smile 7:xx
Johnny Mandel / Paul Francis Webster

 3 Blues for B.B.* 5:xx
George Coleman

 4 Blondie’s Waltz 5:xx
George Coleman

 5 You’ll Never Know How 
Much You Mean to Me 6:xx
Mike LeDonne
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MIKE LEDONNE / BOB CRANSHAW / GEORGE COLEMAN, JR.

Recorded Live November 24, 2015
at Sear Sound, Studio C, New York City

Produced by Paul Stache & Eric Alexander
Associate Producer: Damon Smith

Recorded by Chris Allen
Studio Assistant: Grant Valentine

Mixed by Roman Klun & Paul Stache
Mastered by Roman Klun

Photography by John Abbott
Design by Damon Smith & Paul Stache

Mike LeDonne appears courtesy of Savant Records

Executive Producers: Frank Christopher & Paul Stache

Abore porporerum fugitatur?
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autet voluptam faciliqui di quam eum aut eicil moluptioris 
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del ide net, consequaero iunt haribus.

Tur modis debit qui conseque nimillo rporem culparcias 
quame maximus necus reriaeria net di offic to maionseque 
evenimi nvendi vellaut volut mod quia voluptatem derae-
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rereptae nullupturi ommo qui acessiment.
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Ectatecto que sedignis remperf erferferro quia nusam ium 
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Riores acere porestrum, inus eumquas doluptatur renihil 
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intiust iatemqui unt parum vollias dolupturit, omnis eos 
restrum et qui vitius aut facepud aeptatur mo exerem 
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iunt quasimaio vendusdaerum num, omnimet fugiati 
busam, oditasped mi, nonse post, opta quuntur simo to 
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et eos eum sunto veligni storuptur, comnima gnatempos 
autempo ressita consequos issi ne voluptas re offic tent 
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Ent et ut quo intiberi denda dem faceserem. Ri deniend 
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si tempe occus abor abore sandis dolore volorem resse 
sum quident quatem. Xerunto qui di dempori onsequis 
ani as re, iundeliqui quam in coruptatur, simolupti qui 
dolorpo riaeces moluptatis quiasimi, corersp erruptas-
sunt rest, optatis recerum volo volupid esciis quaspelit 
omnis corem qui dolorionsed quiae modis et volorro 
reperestrum exeribus ium rent alita num re doloreptaspe 
velliquisse se oditempostem eatur accusa voloreptibus ea 
atemque doluptiundae cum latemperumet re videbitam 
seniminusa conem etur reriorerum eos dessum qui de la 
vel ime laut omnis estruptas re rem eri de placeaquam 
eicidis quas recatint.

Susam, temperferio. Et alicipsam ea ab iunt poribustiore 
voluptate esecessim excestiis maximai oreriti orectia 
ndundae est eostiat empost eos aborectamet re conse 
perio imus minis debis et vid quis et alignati conseditis 
proribus doluptio mo dolore, occullit que rent.

Ximped et eos quis aut que cupienis pores reperit quis-
siminis as eum cum ium que labor magnimus seditiatqui 
duntendicit ipissita derferr uptium cullitaquae quid que 
lacit molupie nihicabo. Ita consent rerumqui consed quo 
consequae eaquid moditat ectatius evenien delesti occus, 
ipsunda consequam quamusda doluptatquam facereici-
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edistibea volupienimin culparu ntium, iduciendae voluptas 
ut que porio vitatio. Equi consequam velique labo. Os 
doluptatur, quid eum fuga. Agnis quis earibus eum fugit 
plaborepro mo blatumet dolore reptae volupti inventem 
qui blam volesto ipis et at hil idunt, officit, viti odis eum 
quunt a dolorita ditaspe rupicat quam quassequia sim 
voluptio. Itaspelectum haritatem estrunt il min nos endis 
voloren imodipsam fugiae millupt atquos reperferum ent.

Ent omnimi, et doloruptus, temquae velis sit volentenis 
dellabore consed maximus quas nat as platur? Conecum 
re quis et etur? Quis volupta dolorit eliti berisit as doloraera 

quaerspero modis santo et aditate es estia vitat liqui 
officil ma sitius dolorem oloriatur? Quid ute commole 
stemped qui volorecatur magnate sequate volupta ili-
taquissi officiliquae et od quas alicatur, sequam rem ex 
eum volupti blaborem nusam aut ute eatur? Quis eatia 
nobistia natum aut ut ommos unt, simenis seruptam vit 
quiae volum quamet lam repta eos min etur, suntotat land-
untem dolut que suntempori unt laciumet estiat aborest, 
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officti corescipsa de exerovitas nias nest, si doluptatur aut 
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nis et minctiur maio. Ovidunt latiam, id quatia ipsandae 
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omnimusa non nos alique quis eicata volori to omnit, sandi 
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doloreium erum dolupta ereria vellaces atas inctiis alitatem 
vollupt iaspitios soluptis aceria vollam quia pa conectet 
ra volore pa volupta nis ped unt est renditist, ommolup 
tatioreptias praecer ovidige ndaersp eriberferias sente 
volum et doloressi optatem oditatus.

Ra ilitissero quiduci piendis maio con nem liscilique nis 
rem eseque eligenetur asitiis cimporem volorio. Mincius 
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vent qui ut harcia nus, untiusda quas sinum, quis eiusant 
estem faccabo rerumen duciis dendae. Ut fugites ellabo. 
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autempo rporrum re dic temolorerum si verati consecullam 
voles doluptiumque voloratem accae num non reperovid 
mi, omnihil laborepedio magnat.

Hillam num, odipsapite acea sum iniaturiae pro dolesse-
quam autas cum, te es magnam, alicate mporenis et 
ipsaped que vit, saperum qui ut re nobis de porenduntior 
sequis eum resciti nias aspeliquam is amuscide voluptur 
aut re cullore volum fuga. Us modigenis erspiendis ratia 
net, qui ad mi, et hil intur? Hentur? Qui repeliquias eos 
vollore excestius.

Elent as dest vent, volestiatem nos magnimet hil eaquid 
minvel ma vit ut acitibu sapiet omnimus sed et ut ligene 
moditat inulparis aut labor ad maximag nihicil ipsantiis 
quam seque saped unt, quam am rectist istibus, omnist, 
in cus, consed que nis et quod estiatis dolorio beriossume 
numquatiis enitatur, ute nesestius. Otates nonsect endessit 
dit aut esequae cust hilis molorio. Nam eum faces et ut 
occulparumet facimus doles re voloren ihiciendis consed 
quaepra aut od quam liqui niminvendit ium ni id ut pro eum 
rerum, iur sum vent volore diti velibus doluptiaerro blabor 
sin pa voluptio molum, quam, officae exped everitiam 
quati ut ut fuga. Vendit, sae que nos enim eiusa volupta 
tusdam alit ma perum alitatus simusciis aut harumquam, 
nobis in ne cum, verumquatur?

Enemos sed et preperro que cullantiante magnatem quis 
aceaque vitatioriat.

Otae cum sinvel is eum, volenem porepro core sinullita 
quossumqui bea consequate net utem eum ad qui si dolo 
officti natae doluptatum earia cus, iur, odit et ut voluptibus 
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aut ut quis assit eumque et laborit atur soluptatem que 
enimus exped que volorum et fugit volessim atatet doluptu 
ribus, etur, int autatquae veriam, quam eiumquia dellab 
ipiet este que prehenistia velit qui as voluptatus dolupta 
nos es pre eos sandis di con eos mo etur?

De vit lam doleserio. Temodia tiatem quundae resciis volut 

evenis et as aut fuga. Ut lictur ratecae perepro molendi 
ommodi nes as enihiciae ped et utemodi cimusae sequas 
explace storenis dellauda dolorpos que pos inctatus, cum 
ra cor amet veria cus que nonsequis essint officium re 
nobit laboriti abo. Xerates cipsanim aligend enihit atiume 
everum hit, sequi non rerovid itecumque libus evelibeatus 
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As accatinctur re, sum lautectat omnisquam, quis perro 
dolorate dolenihit repero ommodiam expere, nemqui-
beatur rerit autemqui tem destis mossi utentis deris sit 
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quia dus eum ut hitio beaquid ut eatem ressitinit re vidis 
poreici maximperum quaspelis ut rest ratquiatia volori 
conseniscium volendit quibus.

Aborro tem vernatum dolore vellaut maximod moluptaquia 
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pro quam con rehendande erum fugitio. Ita antis magnien 
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PETER BERNSTEIN

PETER BERNSTEIN guitar 
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at Sear Sound, Studio A, New York City

Produced by Paul Stache
Associate Producer: Damon Smith
Recorded by Chris Allen
Studio Assistant: Owen Mulholland
Mixed by Roman Klun & Paul Stache
Mastered by Roman Klun
Photography by John Abbott
Design by Damon Smith & Paul Stache

Executive Producers: Frank Christopher & Paul Stache

For more information about Peter, please visit 
peterbernstein.com or smokesessionsrecords.com

Great artists take on great themes. Duke Ellington dealt 
with race relations in his three-movement suite, Black, 
Brown and Beige. John Coltrane meditated on the divine 
in his album, A Love Supreme. Billy Strayhorn confronted 
mortality in his death-bed composition, “Blood Count.” 
And with this project, the culmination of several years’ 
work, Renee Rosnes has tackled nothing less than the 
very origins of life on Earth. 

Written in the Rocks is a work of extraordinary creative 
and intellectual ambition. Renee Rosnes, a pianist and 
composer esteemed for the rigorous inventiveness of her 
music, has had a deep love of the natural world since her 
childhood in western Canada. Over the course of her 
professional career, she had made clear her fascination 
with science and ideas, as well as matters of the heart 
and the soul. Written in the Rocks brings together her 
varied interests, united through her equally varied gifts. 

“I’ve always felt inspired by nature,” Rosnes recalls. 
“Growing up on the mountainous west coast of Canada 
close to the ocean, I took for granted that the wilderness 
was so accessible. The infinite blue-green hues of the 
Pacific Northwest are in my blood. 

“My family’s house sat at the bottom of a street that opened 
up into a deep ravine, and a half hour’s drive from there, 
the city lights were dim enough to offer an astonishing 
view of the night sky. Even though we lived in a suburban 
neighborhood, it wasn’t unusual in the morning to discover 
the prints of a wayward black bear that had come down 
the mountain in search of berries sometime before sunrise. 
Salty air, the smell of seaweed, the relentless pounding 
of waves, and the agreeable aroma of cedar—all of these 
provide me with spiritual nourishment and inspiration.” 

In Written in the Rocks, Rosnes explores the arabesque 
history of life forms on this planet, from the emergence 
of single-cell microbes in the sea through the asteroid 
impact that obliterated the dinosaurs to the wonders 
of the Galapagos Islands that stirred Charles Darwin to 
discern how evolution explains it all. The title of the work 

refers poetically to the geological record of history buried 
deep below the earth’s crust. Literally speaking, Rosnes 
has created a whole new kind of “rock” music. 

It is only fitting that Rosnes employ the idiom of music—
jazz, in particular—to treat the evolutionary history that 
Darwin brought to light, since Darwin himself had great 
affection for music and drew inspiration from it in his 
science. As a student at Cambridge, Darwin timed his 
constitutional strolls to coincide with the daily choral 
singing at the King’s College Chapel. “This gave me 
intense pleasure,” he would later recall, “so that my back-
bone would sometimes shiver.” After his marriage, his 
wife Emma would serenade him on the piano as he did 
his reading and writing. 

“Music arouses in us various emotions,” wrote Darwin in 
The Descent of Man. “It awakens the gentler feelings of 
tenderness and love, which readily pass into devotion. 

“Love,” he observed, was “the commonest theme of 
our songs.” 

If only Darwin could have heard the music of Renee 
Rosnes! He would have found, as listeners of Written in 
the Rocks will find, that there’s nothing common about 
it. Among the gifts that make Rosnes rare among con-
temporary artists is her appreciation of love as something 
unrestricted to amore or eros. She loves ideas and science 
and nature, as well as her husband and her family; and, 
as this deeply felt piece of work demonstrates, she loves 
music for its profound capacities. 

“To compose music about our planet’s evolution was a 
stimulating concept and one brimming with musical pos-
sibilities,” Rosnes explains. The initial idea for the project 
grew out of conversations she had with her longtime friend 
Dino Rosati, a Canadian technology specialist who shares 
Rosnes’ interest in evolutionary science and astronomy. 
Rosati wrote a short page of text about the phenomena 
at the center of each of the suite’s seven movements, and 
Rosnes used this writing as starting points to compose 
the instrumental pieces that comprise the work. 

At the heart of Written in the Rocks is the Galapagos Suite 
a unified work of separate but intimately connected parts 
related not only by thematic content, but also by Rosnes’ 
melodic lyricism and rich, multi-layered harmony. As a 
work of jazz, at the same time, it is a piece designed to be 
performed by improvisers. Rosnes wrote the music with 
a particular group of musicians, all frequent collabora-
tors of hers, in mind: the vibraphonist Steve Nelson, the 
saxophonist Steve Wilson, the bassist Peter Washington, 
and the drummer Bill Stewart. “I composed the suite for 
the individual voices of the musicians, which wasn’t hard 
to do, because they all have very original sounds and 
approaches to the music,” says Rosnes. “There was no 
need to give them much direction, because they innately 
know how to interpret my music.” 

The Galapagos Suite 

The KT Boundary

“The time was 65 million years ago...” begins the text Dino 
Rosati wrote for Renee Rosnes, describing the day in the 
dinosaur age when “a rock the size of a mountain” crashed 
into the earth, destroying more than half the life on the 
planet. The sediment record marks the point, known in 
science as the KT Boundary (for the technical abbreviations 
for the Cretaceous and the Tertiary ages). Rosnes begins 
the suite with this musical prologue, employing the theme 
of duality in a duet that expands both instrumentally and 
in harmonic complexity over the course of the movement. 

Galapagos
It was on the Pacific archipelago of Galapagos, 600 miles 
from the shore of Ecuador, that Charles Darwin, in 1835, 
found the unexpected, at-first inexplicable variations 
in plant and animal life that would lead him, in time, to 
the insights into evolution that would change the way 
humankind understands its own history. As Darwin wrote 
in his notebooks, ‘I never dreamed that islands about 50 
or 60 miles apart, and most of them in sight of each other, 
formed of precisely the same rocks, placed under a quite 
similar climate, rising to a nearly equal height, would have 

been differently tenanted.” Rosnes, in this lushly vivid 
movement, brings us to Galapagos alongside Darwin. 

“My desire,” she says, “was to create a sonic painting 
of the surf and the exotic birds and wildlife of Darwin’s 
Galapagos Islands. I felt that it must have a joyous nature, 
to reflect Darwin’s anticipation of exploration and sense 
of purpose of his journey.” 

So Simple a Beginning

One note in the opening of this movement evolves into a 
complex chord, much as the first single-cell organisms 
evolved into the complex life forms around us today. 
Darwin first presented the radical proposition of evolu-
tion to the world in 1859, in his book On the Origin of the 
Species. Knowing full well how difficult the idea would 
be for his readers to accept, he summed it up in one of 
the most poetic passages in all of scientific literature: 

Thus, from the war of nature, from famine and death, 
the most exalted object of which we are capable of 
conceiving, namely, the production of the higher animals 
directly follows. There is grandeur in this view of life, with 
its several powers, having been originally breathed into 
a few forms or into one; and that, whilst this planet has 
gone cycling on according to the fixed law of gravity, 
from so simple a beginning endless forms most beautiful 
and most wonderful have been, and are being, evolved.

Lucy from Afar

She lived about 3.2 million years ago and resurfaced to 
make news around the world in 1974, when she was dis-
covered in the soil of the Afar Triangle region of Ethiopia 
and identified as the oldest known specimen of human-
kind’s early ancestors. Ethiopians called her Dinknesh—

“the marvelous one”—and paleoanthropologists named 
her Lucy. Renee Rosnes locates this movement of the 
suite in a triangle, musically, by setting it in 3/4 time, 
employing a quarter-note motif to evoke the image of 
Lucy rising to walk on two legs. The piece concludes 
with bass and drums, leaving listeners with the sound of 
rhythm, the primordial music. 

Written in the Rocks 

“Life rose up from the rocks beneath the sea, driven by the 
relentless heat and chemistry of tectonic rifts in the sea 
floor,” wrote Dino Rosati for Renee Rosnes. “It learned to 
swim through the waters, to walk upon the land, and to fly 
through the air. It learned to touch and see and hear the 
music of the spheres. It left behind fossilized clues to this 
epic evolutionary story, written in the rocks.” Enigmatic 
but indelible, messages from the past lay waiting for us 
to read. In this movement, Rosnes offer up a haunting 
melody that lingers in the mind through the duration of the 
suite and long after its final notes have played. 

Deep in the Blue (Tiktaalik) 

How did life migrate from the sea to the shore? An evo-
lutionary biologist named Neil Shubin, a professor at 
the University of Chicago, was chipping at rocks in the 
Canadian arctic, searching through the ancient evidence, 
when he found the fossilized remains of a previously 
unknown species—a creature that appeared to fill the 
blank between fish and amphibian life. Granted the privi-
lege of naming the species, he turned to his Inuit hosts, 
and the elders dubbed it Tiktaalik. Renee Rosnes deftly 
suggests the ocean and the land in the melody and the 
counter-melody of this piece, a movement in the suite 
that brings to mind the Tiktaalik’s movement from one 
world to another. 

Cambrian Explosion 

After some three billion years of little evolutionary change, 
with life on earth restricted to single-cell organisms, things 
started happening, and everything changed. Over a short 
period of 600 million years (short being a relative term 
in planetary history), the biological framework for trees 
and fauna and insects and birds and animals took form 
in an eruption of life forms in seemingly endless variet-
ies known as the Cambrian Explosion. Renee Rosnes 
ends this suite with a musical parallel to the Cambrian 
event—an elusive, fast-moving melody that builds to a 
climax in collective improvisation. 

From Here to a Star 

The first of two additional songs that augment The Gala-
pagos Suite on the album, this exquisite piece has a 
purling Renee Rosnes melody derived from the chord 
progression of Irving Berlin’s “How Deep Is the Ocean.” 
The title of Rosnes’ tune is a nod to the harmonic source 
material, referencing the lyric “How far is the journey 
from here to a star?” Rare among popular standards, 

“How Deep Is the Ocean” is lyrically composed entirely 
of philosophical questions. As such, it connects neatly to 
Rosnes’ work in their mutual concern with the mysteries 
of life. “I thought it would be fitting to include,” Rosnes 
explains, “since ultimately, every element on Earth was 
formed at the heart of a star.” 

Goodbye Mumbai 

Renee Rosnes wraps up this album about the history of 
life with a song pertaining to her own origins. In a set of 
events that inspired her 1996 album Ancestors, Rosnes 
discovered in her adulthood that she was of Punjabi 
heritage. She met her biological mother for the first time 
in 1994, just two months before the death of her adoptive 
mother. “Needless to say, it was both a heady and painful 
time for me.” Nineteen years later, she visited India and 
performed there for the first time. “It was enlightening 
to experience being in India,” she recalls. This piece, a 
virtuosic bebop tune with an ethereal hint of Indian influ-
ence, brings to mind the complexity of cultural forces 
that underlie Rosnes’ distinctive creative identity today. 

DAVID HAJDU

David Hajdu is the music critic for The Nation, a professor 
at Columbia University, and the author of Lush Life: A 
Biography of Billy Strayhorn, among other books.

GERALD CLAYTON piano   DOUG WEISS bass   BILL STEWART drums

Heartfelt thanks to Paul, Damon, Frank, and everyone at Smoke Sessions; 
Dino Rosati for the inspiration and all the great conversations; Kathy Charlap 
for your generous assistance; David Hajdu, Roman Klun, Chris Allen, John 
Abbott, Lewis Nash, Jimmy Greene, Randi Kristiansen, Sandy Stewart & 
Constance Klinger. Much love and gratitude to Steve N., Steve W., Peter 
and Bill for your brilliant contributions to the music, and an extra special 
thank you to Bill Charlap, Dylan Drummond & Vivi Charlap for your 
continuing love and support.
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 6 Lullaby for B 6:11
Peter Bernstein

 7 Sweet Love of Mine 6:34
Woody Shaw

 8 Blue Gardenia 6:54
Bob Russell & Lester Lee

 9 This is New 5:57
Kurt Weill / Ira Gershwin

 1 Let Loose 6:46
Peter Bernstein

 2 Resplendor 7:05
Peter Bernstein

 3 Hidden Pockets 6.00
Peter Bernstein 

 4 Tres Palabras 5:24
Osvaldo Farrés

 5 Cupcake 5:04
Peter Bernstein

Let Loose
GARY BARTZ saxophones

LARRY WILLIS piano
BUSTER WILLIAMS bass

AL FOSTER drums
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When you think about this record, Spiritman, what comes 
to mind? How would describe it? 

Well, to me, it’s the first record I’ve done in a long time 
that really focuses on my trombone playing. I like to swing 
and I like to play the blues. I’m not ashamed to swing 
and I’m not afraid to swing. I think that’s the foundation 
of the music and I’m proud of it.

I know you have a lot more to share about this music, so 
should we dispense with the formalities and get right to it?

Cool. All right. Well, the first one is “Bu.” That’s a nickname 
for Art Blakey. One of his names was Buhaina, so we used 
to just call him Bu for short. Art brought me to New York. 
I would not be here if it wasn’t for Art Blakey.

I sat in with him at the urging of Woody Shaw in the 
spring of ’73. I was on the road with Ray Charles for a 
year in ’72 and, when I came back, Woody had moved 
to San Francisco and was working with Joe Henderson 
and Bobby Hutcherson. I went to see him and we struck 
up a conversation and we just bonded. The first time we 
played together, it just clicked. We would breathe in the 
same place and we would phrase very similarly. I’ve known 
two people in my life I could tune into what they were 
feeling and go with it without ever talking about it. One 
was Rahsaan Roland Kirk and the other was Woody Shaw.

Woody introduced me to Art Blakey at the Keystone 
Korner in San Francisco. I was shy, so Woody said, “Go 
on and ask him—ask him !” nudging me forward. I was 
24 and I was humbled and scared, but I really wanted 
to play this music, so I said, “Hi, Mr. Blakey, could I play 
a song with you?” He said, “Get your horn,” so I went 
up and played. I think he did “Moanin’” and I knew that. 

“Play another one,” he said. Then, he did “Blues March.” 
I knew that. “Play another one.” He did “Whisper Not.” I 
knew that so then he gave me a ballad feature and I was 
scared to death. (Steve laughs) I’m tellin’ you, man, I 
thought people could see my knees shakin.’ Art had me 
play the rest of the set, and after the gig, he said, “You 
wanna join the Jazz Messengers and go to New York?” 
I said, “Yeah, when?” “Now. Pack your bags. You finish 
the week with us and then we’re gone.”

So, that’s when you came to New York?

Yeah, but first we did a week in St. Louis and a week in 
Chicago. Then, we opened at the Village Gate in New York 
City. All of a sudden, I’m playing at the Village Gate with 
Art Blakey! Opening night, there’s this guy sitting in the 
front row looking at me the whole set but I didn’t recognize 
him—thank God—I would have been a wreck if I had. It 
was Curtis Fuller. I had his records and he was a giant to 
me, bigger than life, but I didn’t realize that he was not 
as tall as me! That’s when I first met Curtis. 

Anyway, Art brought me to New York. I stayed at his 
apartment for two, three weeks until I found a place. He 
was really good to me, really good to me, and I wouldn’t 
be here if it weren’t for Art.

That’s a great story and “Bu” is a great opener! Do you 
want to move on to “Lover Man?”

Well, “Lover Man”, you know, what I was actually hearing 
with this one was an organ group—how the B-3 sounds 
with a guitar and drums. And, I just pay the melody. This 
arrangement would work perfect with an organ group—
that style of toe tappin’ swing. I feel we captured that 
feeling on this track ! 

The third track is your original, “Funky Thing.”

Well, I just wrote that in the last couple of months for 
the Saturday Night Live Band. We play it on the show 
sometimes. Look, I’m a swinger, but, to me, funk is still 
the blues. Swing comes from the blues; funk comes from 
the blues. To me funk and the blues are like family. It ain’t 
really that different.

“Trayvon’s Blues” is obviously very important to you and 
has become a centerpiece of your live performances.

Well, when that murder happened, I was appalled as I 
think probably a majority of the—as I know a majority of 
people were. It hit home. That could have been my son. 
I was sitting at the piano one day, and it just came out. I 
wanted the first part to be soft and smooth, mellow, and 
the second part exploded and raw with all hell breaking 
loose. Then, at the end, when I’m playing the shells, I’m 
calling for help and that’s it. But, the tune’s evolved the 
more I played it. I understand how to perform it now, but I 
performed this maybe for six months before the recording 
and figured out exactly how to pace it.

It’s definitely a powerful song and performance.

Thanks...The next one, “It’s Too Late Now” is just a ballad 
that I enjoy playing, I heard a recording of Nancy Wilson 
singing it, and I fell in love with this song. I performed it 
here at Smoke many times, and I finally recorded it. I was 
very happy with the way it came out. And, “With Song in 
my Heart,” that’s just an up-tempo song that I like blowin’ 
on it. I kind of tweaked it and put my own ending on it 
but I didn’t try to change it or re-harmonize it or anything.

It always brings the house down at Smoke. Next is George 
and Ira Gershwin’s “’S Wonderful?”

Interestingly enough, I guess I should tell the story of 
what made me want to play this song. I’ve heard it a 
million times, but I never thought about playing it myself. 
I teach at Julliard and one day my students were having 

a master class with Bill Charlap on playing standards. He 
played it just very simply and, all of sudden, it clicked with 
me. I’d heard it before, but when he played it, I thought, 

“This is a hip tune. It’s simple but it’s cool and, it sounds 
good on the trombone.” Not every tune fits the voice of 
the trombone so I came up with this arrangement with 
the little breaks and stuff, not to change the song or the 
harmony, but to just give it my own personality.

Next is the aptly titled, “Peace,” by Horace Silver.

I did that for Horace who just passed away this year. I 
love this song and I loved Horace. All his pieces have 
real quality and craftsmanship…and they’re fun. He was 
such an ebullient, uplifting spirit and I was fortunate to 
have had the opportunity to record with him. That’s for 
him and wishing him to rest in peace.

I had to look it up, but tell us about “Nangadef.”

“Nangadef” is a word in the Wolof language from Senegal. 
Now this brings the Latin (which is African) element to 
the stage to feature Chembo Corniel. We’re good friends 
and played together for many years with a group called 
the Latin Jazz All-Stars. He said, “Man, if you ever need 
me, just call” so I did. And, when I had the shell band, 
my hand drummer Abdou Mboup was from Senegal. He 
would always say “Nangadef,” which means hello. So, I 
kind of wrote it for him. It’s got a different vibe because 
of the hand drum and that it’s written in 6—African 6—but 
it’s really just a blues.

The final track opens with your “Spiritman” before going 
into “All Blues” and you play the shells on this one.

Well “Spiritman” is actually a separate song, but I use it 
like an introduction for “All Blues.” It’s really a vehicle for 
the drummers to cut loose, but I didn’t go into all that here. 
I just used the melody part. This year in April passed, I 
was invited to perform on International Jazz Day in Osaka, 
and I ended up opening the whole concert playing that 

“Spiritman” melody solo. There were these Japanese Taiko 

drummers along with my shells. They started grooving 
and we were playing together…it sounded like thunder! 
It wasn’t that long, but it opened the whole thing up, and 
the people, they really responded to that.

“Spiritman” is also a milestone in recording for me because 
I’ve been developing for many years playing the shells 
into the piano while the pianist is stepping on the pedal 
to sustain it. What is being heard on this record—it’s not 
an electronic effect—are natural sounds. Whatever notes 
or pitches—whatever pitches the shell excites in the air, 
the piano strings pick up sympathetically and vibrate. 
The whole piano just kind of starts resonating, and it’s a 
mysterious spirit to come out of that. You know, it’s not 
notes. See, to me, when you really get deep into music, 
it’s not about notes. It’s about language and vibrations.

Then “All Blues,” I’ve played before, but not the way I 
did it here, up-tempo and poppin’ with the sax and two 
shells at once. It almost sounded like a horn section. That 
all comes out of Rahsaan. I gotta give it up to Rahsaan. 
That all comes from having worked with him.

Speaking of saxophonists, Bruce Williams sounds great 
here. The sound of the trombone with both the alto and 
the soprano is such a great combination, too.

Man, in the last couple of years, Bruce has really blos-
somed and come into his own. He’s a new voice, a major 
voice. He’s not just playing notes anymore. He’s singing 
with his horn and that’s it, man.

And, of course, the rhythm section sounds great, too.

Well, Willie Jones and I have played together many times 
over. He’s just marvelous; has such a great touch and 
swing and everything. Gerald and I have been working 
together for many, many years now, too. We’re comrades 
in the music. And, Xavier, that’s my cat. He understands 
how to play with me. I really like what he does. He also 
knows a lot of different styles. That fits what I do because 
I don’t just play one way. Even in the course of a song, I 

might start out phrasing more in a bebop style and then go 
into some real bluesy kind of stuff and Xavier will change 
his voicing to go with that sound and that color and, man, 
that really makes the music go different places. I enjoy it.

Before we finish up, can you talk about what the title 
Spiritman means to you? How it relates to your thinking 
about this music?

Well, it’s interesting. I’ve had so many wonderful experi-
ences playing with so many diverse musicians from jazz 
and Latin music to blues, pop and world music—a lot of 
different things. I played with Hugh Masakela, Township 
Music. We were rehearsing one day, and he told me this 
story. When he was a young kid in high school, he used 
to cut school and go rehearse and play all day with the 
older guys. He didn’t have it all together yet, but he said 
he was talented enough that they would let him come 
and hang. He was still a kid and always mischievous 
and cutting up, until one of the older guys finally told 
him, “That’s okay, you got to have fun, but you’ve also 
got a responsibility, you know? You’re a musician.” He 
says, “What do you mean responsibility?” “Well, in the 
tradition of our people, a musician is like a doctor—a 
musician is a doctor. You’re supposed to make people 
feel better. You’re not doing it just because you want to 
be a star or be the center of attention. You’re doing it to 
give of yourself, your life force, and the sound that comes 
out of your horn. It’s from your body, your life energy goes 
through your music to heal people, and it takes them to 
another place.” Boy, that really struck a chord with me. It 
made me think of working with Ray Charles and Rahsaan 
and then later on people like Woody, McCoy and Dizzy. 
Music is about giving and about searching and so that is 
the spirit. Because without the spirit, music is just notes.

Steve, thank you very much. Let’s leave that as the last 
thought. That’s the perfect ending right there.
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 6 Crazy She Calls Me 9:29
Carl Sigman / Bob Russell

 7 Summer Serenade 7:24
Benny Carter

 8 Lotus Blossom 7:00
Billy Strayhorn

 9 I Wish I Knew 7:36
Harry Warren / Mack Gordon

 1 Impressions 5:47
John Coltrane

 2 Uncle Bubba 4:36
Gary Bartz

 3 Search for Peace 11:45
McCoy Tyner

 4 Capuchin Swing 7:29
Jackie McLean

 5 Soulstice 7:23
Gary Bartz

“Music is about giving and about searching and so that is the spirit. 
Because without the spirit, music is just notes.” — Steve Turre

STEVE DAVIS trombone
EDDIE HENDERSON trumpet*
ERIC ALEXANDER tenor saxophone*
HAROLD MABERN piano
NAT REEVES bass
JOE FARNSWORTH drums
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When you think about this record, Spiritman, what comes 
to mind? How would describe it? 

Well, to me, it’s the first record I’ve done in a long time 
that really focuses on my trombone playing. I like to swing 
and I like to play the blues. I’m not ashamed to swing 
and I’m not afraid to swing. I think that’s the foundation 
of the music and I’m proud of it.

I know you have a lot more to share about this music, so 
should we dispense with the formalities and get right to it?

Cool. All right. Well, the first one is “Bu.” That’s a nickname 
for Art Blakey. One of his names was Buhaina, so we used 
to just call him Bu for short. Art brought me to New York. 
I would not be here if it wasn’t for Art Blakey.

I sat in with him at the urging of Woody Shaw in the 
spring of ’73. I was on the road with Ray Charles for a 
year in ’72 and, when I came back, Woody had moved 
to San Francisco and was working with Joe Henderson 
and Bobby Hutcherson. I went to see him and we struck 
up a conversation and we just bonded. The first time we 
played together, it just clicked. We would breathe in the 
same place and we would phrase very similarly. I’ve known 
two people in my life I could tune into what they were 
feeling and go with it without ever talking about it. One 
was Rahsaan Roland Kirk and the other was Woody Shaw.

Woody introduced me to Art Blakey at the Keystone 
Korner in San Francisco. I was shy, so Woody said, “Go 
on and ask him—ask him !” nudging me forward. I was 
24 and I was humbled and scared, but I really wanted 
to play this music, so I said, “Hi, Mr. Blakey, could I play 
a song with you?” He said, “Get your horn,” so I went 
up and played. I think he did “Moanin’” and I knew that. 

“Play another one,” he said. Then, he did “Blues March.” 
I knew that. “Play another one.” He did “Whisper Not.” I 
knew that so then he gave me a ballad feature and I was 
scared to death. (Steve laughs) I’m tellin’ you, man, I 
thought people could see my knees shakin.’ Art had me 
play the rest of the set, and after the gig, he said, “You 
wanna join the Jazz Messengers and go to New York?” 
I said, “Yeah, when?” “Now. Pack your bags. You finish 
the week with us and then we’re gone.”

So, that’s when you came to New York?

Yeah, but first we did a week in St. Louis and a week in 
Chicago. Then, we opened at the Village Gate in New York 
City. All of a sudden, I’m playing at the Village Gate with 
Art Blakey! Opening night, there’s this guy sitting in the 
front row looking at me the whole set but I didn’t recognize 
him—thank God—I would have been a wreck if I had. It 
was Curtis Fuller. I had his records and he was a giant to 
me, bigger than life, but I didn’t realize that he was not 
as tall as me! That’s when I first met Curtis. 

Anyway, Art brought me to New York. I stayed at his 
apartment for two, three weeks until I found a place. He 
was really good to me, really good to me, and I wouldn’t 
be here if it weren’t for Art.

That’s a great story and “Bu” is a great opener! Do you 
want to move on to “Lover Man?”

Well, “Lover Man”, you know, what I was actually hearing 
with this one was an organ group—how the B-3 sounds 
with a guitar and drums. And, I just pay the melody. This 
arrangement would work perfect with an organ group—
that style of toe tappin’ swing. I feel we captured that 
feeling on this track ! 

The third track is your original, “Funky Thing.”

Well, I just wrote that in the last couple of months for 
the Saturday Night Live Band. We play it on the show 
sometimes. Look, I’m a swinger, but, to me, funk is still 
the blues. Swing comes from the blues; funk comes from 
the blues. To me funk and the blues are like family. It ain’t 
really that different.

“Trayvon’s Blues” is obviously very important to you and 
has become a centerpiece of your live performances.

Well, when that murder happened, I was appalled as I 
think probably a majority of the—as I know a majority of 
people were. It hit home. That could have been my son. 
I was sitting at the piano one day, and it just came out. I 
wanted the first part to be soft and smooth, mellow, and 
the second part exploded and raw with all hell breaking 
loose. Then, at the end, when I’m playing the shells, I’m 
calling for help and that’s it. But, the tune’s evolved the 
more I played it. I understand how to perform it now, but I 
performed this maybe for six months before the recording 
and figured out exactly how to pace it.

It’s definitely a powerful song and performance.

Thanks...The next one, “It’s Too Late Now” is just a ballad 
that I enjoy playing, I heard a recording of Nancy Wilson 
singing it, and I fell in love with this song. I performed it 
here at Smoke many times, and I finally recorded it. I was 
very happy with the way it came out. And, “With Song in 
my Heart,” that’s just an up-tempo song that I like blowin’ 
on it. I kind of tweaked it and put my own ending on it 
but I didn’t try to change it or re-harmonize it or anything.

It always brings the house down at Smoke. Next is George 
and Ira Gershwin’s “’S Wonderful?”

Interestingly enough, I guess I should tell the story of 
what made me want to play this song. I’ve heard it a 
million times, but I never thought about playing it myself. 
I teach at Julliard and one day my students were having 

a master class with Bill Charlap on playing standards. He 
played it just very simply and, all of sudden, it clicked with 
me. I’d heard it before, but when he played it, I thought, 

“This is a hip tune. It’s simple but it’s cool and, it sounds 
good on the trombone.” Not every tune fits the voice of 
the trombone so I came up with this arrangement with 
the little breaks and stuff, not to change the song or the 
harmony, but to just give it my own personality.

Next is the aptly titled, “Peace,” by Horace Silver.

I did that for Horace who just passed away this year. I 
love this song and I loved Horace. All his pieces have 
real quality and craftsmanship…and they’re fun. He was 
such an ebullient, uplifting spirit and I was fortunate to 
have had the opportunity to record with him. That’s for 
him and wishing him to rest in peace.

I had to look it up, but tell us about “Nangadef.”

“Nangadef” is a word in the Wolof language from Senegal. 
Now this brings the Latin (which is African) element to 
the stage to feature Chembo Corniel. We’re good friends 
and played together for many years with a group called 
the Latin Jazz All-Stars. He said, “Man, if you ever need 
me, just call” so I did. And, when I had the shell band, 
my hand drummer Abdou Mboup was from Senegal. He 
would always say “Nangadef,” which means hello. So, I 
kind of wrote it for him. It’s got a different vibe because 
of the hand drum and that it’s written in 6—African 6—but 
it’s really just a blues.

The final track opens with your “Spiritman” before going 
into “All Blues” and you play the shells on this one.

Well “Spiritman” is actually a separate song, but I use it 
like an introduction for “All Blues.” It’s really a vehicle for 
the drummers to cut loose, but I didn’t go into all that here. 
I just used the melody part. This year in April passed, I 
was invited to perform on International Jazz Day in Osaka, 
and I ended up opening the whole concert playing that 

“Spiritman” melody solo. There were these Japanese Taiko 

drummers along with my shells. They started grooving 
and we were playing together…it sounded like thunder! 
It wasn’t that long, but it opened the whole thing up, and 
the people, they really responded to that.

“Spiritman” is also a milestone in recording for me because 
I’ve been developing for many years playing the shells 
into the piano while the pianist is stepping on the pedal 
to sustain it. What is being heard on this record—it’s not 
an electronic effect—are natural sounds. Whatever notes 
or pitches—whatever pitches the shell excites in the air, 
the piano strings pick up sympathetically and vibrate. 
The whole piano just kind of starts resonating, and it’s a 
mysterious spirit to come out of that. You know, it’s not 
notes. See, to me, when you really get deep into music, 
it’s not about notes. It’s about language and vibrations.

Then “All Blues,” I’ve played before, but not the way I 
did it here, up-tempo and poppin’ with the sax and two 
shells at once. It almost sounded like a horn section. That 
all comes out of Rahsaan. I gotta give it up to Rahsaan. 
That all comes from having worked with him.

Speaking of saxophonists, Bruce Williams sounds great 
here. The sound of the trombone with both the alto and 
the soprano is such a great combination, too.

Man, in the last couple of years, Bruce has really blos-
somed and come into his own. He’s a new voice, a major 
voice. He’s not just playing notes anymore. He’s singing 
with his horn and that’s it, man.

And, of course, the rhythm section sounds great, too.

Well, Willie Jones and I have played together many times 
over. He’s just marvelous; has such a great touch and 
swing and everything. Gerald and I have been working 
together for many, many years now, too. We’re comrades 
in the music. And, Xavier, that’s my cat. He understands 
how to play with me. I really like what he does. He also 
knows a lot of different styles. That fits what I do because 
I don’t just play one way. Even in the course of a song, I 

might start out phrasing more in a bebop style and then go 
into some real bluesy kind of stuff and Xavier will change 
his voicing to go with that sound and that color and, man, 
that really makes the music go different places. I enjoy it.

Before we finish up, can you talk about what the title 
Spiritman means to you? How it relates to your thinking 
about this music?

Well, it’s interesting. I’ve had so many wonderful experi-
ences playing with so many diverse musicians from jazz 
and Latin music to blues, pop and world music—a lot of 
different things. I played with Hugh Masakela, Township 
Music. We were rehearsing one day, and he told me this 
story. When he was a young kid in high school, he used 
to cut school and go rehearse and play all day with the 
older guys. He didn’t have it all together yet, but he said 
he was talented enough that they would let him come 
and hang. He was still a kid and always mischievous 
and cutting up, until one of the older guys finally told 
him, “That’s okay, you got to have fun, but you’ve also 
got a responsibility, you know? You’re a musician.” He 
says, “What do you mean responsibility?” “Well, in the 
tradition of our people, a musician is like a doctor—a 
musician is a doctor. You’re supposed to make people 
feel better. You’re not doing it just because you want to 
be a star or be the center of attention. You’re doing it to 
give of yourself, your life force, and the sound that comes 
out of your horn. It’s from your body, your life energy goes 
through your music to heal people, and it takes them to 
another place.” Boy, that really struck a chord with me. It 
made me think of working with Ray Charles and Rahsaan 
and then later on people like Woody, McCoy and Dizzy. 
Music is about giving and about searching and so that is 
the spirit. Because without the spirit, music is just notes.

Steve, thank you very much. Let’s leave that as the last 
thought. That’s the perfect ending right there.

STEVE TURRE WITH DAMON SMITH 
December 2, 2014
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STEVE DAVIS
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 7 Kenya 6:16
J.J. Johnson

 8 Shutterbug 7:51
J.J. Johnson

 9 Village Blues 5:45
John Coltrane

10 There Will Never be 
Another You 9:07
J.J. Johnson

11 When the Saints Go 
Marching In 9:07
Traditional

 1 Pinnacles 6:40
J.J. Johnson

 2 What Is This Thing 
Called Love 6.29
Cole Porter

 3 Shortcake 5:50
J.J. Johnson

 4 Mr. Johnson 7:07
Harold Mabern

 5 Lament 9:27
J.J. Johnson

 6 Say When 6:16
J.J. Johnson

Recorded Live at Sear Sound, Studio C,
New York City on December 1, 2014

Produced by Paul Stache
Associate Producer: Damon Smith
Recorded by Teddy Tuthill
Studio Assistant: Lim Wei
Mixed by Roman Klun & Paul Stache 
Mastered by Roman Klun
Photography by Jimmy Katz
Design by Damon Smith & Paul Stache

Eric Alexander appears courtesy of High Note Records 

Executive Producers: Frank Christopher & Paul Stache

“Music is about giving and about searching and so that is the spirit. 
Because without the spirit, music is just notes.” — Steve Turre

EDDIE
HENDERSON

ERIC
ALEXANDER

HAROLD
MABERN

NAT
REEVES

JOE
FARNSWORTHSTEVE TURRE

STEVE TURRE trombone & shells  
KENNY BARRON piano   RON CARTER bass   JIMMY COBB drums

with special guests
JAVON JACKSON tenor saxophone*   CYRO BAPTISTA percussion**

 6 Mellow D for R.C.* 5:56
Steve Turre

 7 Colors for the Masters 5:52
Steve Turre

 8 When Sunny Gets Blue 7:20
Marvin Fisher/Jack Segal

 9 United 5:05
Wayne Shorter

 10 Corcovado** 7:18
Antonio Carlos Jobim

 1 Taylor Made* 6:22
Steve Turre

 2 Quietude 5:43
Steve Turre

 3 JoCo Blue* 5:17
Steve Turre

 4 Coffee Pot* 5:09
J.J. Johnson

 5 Reflections 6:54
Thelonious Monk
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COLORS FOR THE MASTERS

One of the most wonderful aspects of the soulful and 
swinging music of Steve Turre involves the many dimen-
sions through which we can both enjoy and be inspired by 
it. The greatest and most enduring jazz playing resonates 
with the breadth and depth of the life experiences it reflects 
and transforms into a musical language all its own that 
makes both our minds and our hearts dance.

I first met Steve Turre when he was sitting in with Woody 
Shaw’s Quintet at the Keystone Korner in San Francisco 
in the spring of 1973. He stood out to me immediately as 
an outgoing person and an extraordinary musician. We 
immediately struck up a rapport, both because of his 
exceptional capabilities as a young musician but equally 
because of what we had in common: we both had a tre-
mendous affection for Rahsaan Roland Kirk and a deep 
and abiding affection for so much of the jazz tradition. 

Steve had met Rahsaan at a gig at the Jazz Workshop, 
which was in the same neighborhood as the Keystone 
Korner. He played regularly at the Keystone, especially 
with Woody Shaw. It was Woody Shaw who introduced 
the young trombonist to Art Blakey when he was perform-
ing with the Jazz Messengers at the Keystone in May 
1973, and it was Blakey who first brought Steve back to 
New York City to stay and play as a regular member of 
the Messengers.

Both Steve Turre and Mulgrew Miller have gone on record 
to say very emphatically that they “first found [their] own 
unique musical voices” while they were working exten-
sively together in the early 1980s with the Woody Shaw 
Quintet. I personally watched Steve in his musical journey 
as investigated in some depth the entire history of the 
jazz trombone, and integrated all this knowledge and all 
these influences into a profoundly unique voice of his own. 

It was a fairly rapid growth from being a young player sitting 
in with Rahsaan in the late ’60s to finding his own voice 

as a singular jazz trombonist. He’s been a major voice in 
our music for over 30 years now, and for me, this record 
is an affirmation of his continuing growth and a mature 
expression of his full artistic creation. It’s a major record.

“The experience of making this album has literally been a 
dream come true for me on so many levels,” Steve told 
me recently. “Especially the opportunity to create music 
with—and grow and learn from—grandmasters like Kenny 
Barron, Ron Carter, and Jimmy Cobb.”

Bassist Ron Carter had equally positive feelings about 
the experience of making this album: “It’s been a long 
time since I’ve played with a trombonist who reminds 
me of what it takes to make that instrument really work…
the sound...the range…the fluidity of the solos. Welcome 
to Steve Turre.”

Pianist Kenny Barron added, “for me, this session was a 
rare opportunity to work with one of the best trombone 
players on the planet, a uniquely talented musical story-
teller with a great amount of melodic creativity.”

Steve’s love of the music informs every note that he plays 
and every song that he writes and every concept that he 
has on the record. The deep groove of the opening Steve 
Turre original, “Taylor Made,” reflects the profound blues 
and gospel influences in the music of two of the first 
master band leaders that the young trombonist worked 
with in the 1970s: Ray Charles and Art Blakey. 

“Art did ‘Moanin’’ and all those great bluesy tunes,” Steve 
said, “and everything Ray does is the blues.”

Turre’s serene ballad, “Quietude,” is graced by a truly rhap-
sodic Kenny Barron solo, while the trombonist/composer’s 
medium blues, “JoCo Blue,” with the wide intervals in its 
melody, draws its inspiration from the modal genius of 
John Coltrane and McCoy Tyner. The tune is highlighted 
by the fiery call-and-response of Turre and young master 
saxophonist Javon Jackson.

“I always pay homage to my trombone hero J.J. Johnson in 
all my work, and that is why I have included J.J.’s classic 
composition, ‘Coffee Pot,’ which is based on ‘All God’s 
Children,’” Steve explains. “I always strive to maintain 
J.J.’s artistic intensity in everything I do.”

Steve Turre’s harmon mute solo on Monk’s “Reflections” 
is one of his most moving recorded performances, as 
is his plunger work on “When Sunny Gets Blue,” which 
powerfully and magically evokes the spirit and style of 
iconic trombone masters such as Lawrence Brown and 
Tricky Sam Nanton.

Turre feels that the structure of his medium bounce tune, 
“Mellow D for RC,” which features Steve on cup mute, 
was strongly influenced by “Cedar Walton’s totally unique 
way of hearing harmony.” Written in honor of the great 
Ron Carter, the tune is a businessman’s bounce—what 
Cedar Walton calls an “adult tempo.” Very few young 
musicians could hang in that environment—you have 
to be a world-class, mature player to play that tempo of 
jazz. It’s not kids’ stuff.

While Steve Turre was attending Sacramento State Uni-
versity out in his home state of California, he joined the 
Escovedo Brothers’ salsa band, which initiated his lifelong 
involvement with Latin jazz, which has included extensive 
playing with Tito Puente, Mongo Santamaria, and Dizzy 
Gillespie, among many others. Turre’s up-tempo “Colors 
for the Masters” pulses with a strong Latin swing.

Bringing the album full circle, Turre first recorded the 
Wayne Shorter classic “United” in 1981 for a Woody 
Shaw album on Columbia by the same name. 35 years 
later, Steve proclaims that, “I am still dedicated to keeping 
the positive and beautiful message of my mentors like 
Woody Shaw, J.J. Johnson, and Rahsaan Roland Kirk 
out here, to keep their spirit alive.” It was Rahsaan who 
introduced the young trombonist in the early 1970s to 
the sonic possibilities of playing seashells, which are very 
dynamically featured on Steve’s striking arrangement of 

Maestro Antonio Carlos Jobim’s “Corcovado.”

The central theme of this album is relationships: the 
ongoing relationships between these musicians and one 
another, but also to the music itself. The resonance of 
these relationships is part of what gives the music its 
depth. Steve and I are lifelong friends, and the love of the 
music is the bond and the thread that runs all through 
this record and through our whole relationship. For me, 
writing these notes is like coming home; it’s an affirma-
tion of over 40 years of friendship. Throughout that time, 
a major part of Steve’s – and my – raison d’etre for our 
work and lives is keeping the spirit alive.

As our grandmaster trombonist Steve Turre sums it all 
up, “The more I listen to where I come from, the more I 
know where I’m going.”

Just keepin’ the spirit alive...

– TODD BARKAN, New York City

Recorded Live February 25, 2016
at Avatar Studio A, New York City

Produced by Paul Stache
Associate Producer: Damon Smith
Recorded by Chris Allen
Studio Assistant: Thom Beemer
Mixed by Paul Stache & Ted Tuthill
Mastered by Randy Merrill
Photography by John Abbott
Design by Damon Smith & Paul Stache

Kenny Barron appears courtesy of Impulse!
Piano courtesy of Steinway & Sons
Steve Turre plays Yamaha trombones exclusively

Executive Producers: Frank Christopher & Paul Stache
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GEORGE CABLES

Our roots go very, very deep. Billy Harper was with Art 
Blakey when I first started in 1969. Billy Hart was on the 
very first record I ever did in life on the Savoy label in 
1968 with Paul Jeffrey. Eddie Henderson, we’re longtime 
friends from the late ’60s, and Cecil McBee, I think maybe 
the first time we played together was the late ’70s as well.

So this music is very important to us and our relation-
ships to the music and to each other are really important. 
It’s important that we try and keep the philosophy and 
the idea of our concepts alive. We just enjoy the energy 
that we have together. It’s a labor of love, and not just 
playing with each other but playing good music. This 
music gives us a lot of freedom, but it also requires a lot 
of responsibility, of playing and being ourselves in a sort 
of structured but still open setting. 

This is a music that you don’t hear every day on the radio. 
Sometimes it’s not as accessible as I wish it could be or 
would be in terms of radio or television or public media. 
And sometimes it takes an effort to listen it. It’s a kind of 
a classical music, but it’s a music that was born here in 
the United States, and I think that it’s one that should be 
given more attention. 

We each do our own thing; each of us has our own projects, 
but we come together because we’re part of something 
that’s bigger than each of us.

BILLY HARPER

After playing together for so long and realizing how the 
kind of drive and expression that we were doing is being 
forgotten, everybody in the group realized how important 
that is. We’re sort of a continuation of the drive and 
success that groups like Art Blakey’s Jazz Messengers, 
Max Roach, Elvin Jones, Trane and his group — the kind 
of power that they had, and maybe younger musicians 
are not aware of that.

One of the good parts about it is that the group can give 
the contrast of a big-band kind of sound but still it’s 
going to drive like a thundering small group, especially 
when the solos start.

I have my own group and the other guys have their own 
groups, but we also might have been ignored as individual 
artists before now, so when you put us all together, it kind 
of brings a focus.

All of us I think feel kind of blessed that we’re able to get 
all these particular guys together and have them like what 
they’re doing. Everybody likes it and they understand 
the importance of it and relate to the history. It’s almost 
something we’re supposed to do, something we have to 
do, as far as history’s concerned.

EDDIE HENDERSON

You hear concerts where it’s an all-star band with just 
names but [who] haven’t had any longevity before, but 
this one, we were together about nine years, and it’s 
really a collective effort. We know each other’s personal 
attributes on and off the bandstand, so we’ve learned 
how to really make music with each other and it really 
has become a family.

And even some of the tunes [the Cookers play] that 
were done before [by the individual artists], with this 
particular personnel, it comes out different. David’s a very 
good arranger, and it really makes it sound like a lush 
arrangement — beautiful harmonies weaving in and out, 
and each solo comes out of the fiery mix and bubbles 
from the cauldron.

We all have our different musical directions and signa-
tures, but we’ve learned through the years through the 
longevity of playing how to blend together, how to touch 
each other’s souls through the medium of sound when 
we play collectively together. I think that’s what makes 
this band unique.

CECIL MCBEE

We’re like brothers. Everybody’s very, very focused, and 
we all have what it takes to make the music, not just 
playing music, but inventing, creating and providing some-
thing that is very different given that many personalities 
coming together, which is unusual, and lasting a long 
time, so we take great pride in that.

We’re creating music largely not only of the moment 
but even leaning towards the future. For instance, Billy 
Harper’s great compositions, George Cables’ great com-
positions — you don’t hear a lot of what has been, what’s 
reflected in the past as far as popularity is concerned; you 
hear the moment that reaches towards the next phase.

This recording was one of the most difficult that I’ve ever 
participated in. On the bass fiddle, there are possibly 
three ways to play a single idea; you have to really know 
your instrument very well to make things happen. And 
I was challenged on every tune in that aspect, because 
I couldn’t play a single open string adjacent to another 
string which by habit I would find comfort to make some-
thing happen. I had to jump all over the place and make 
things happen. I mean, Billy Harper’s tune “The Call of 
the Wild and Peaceful Heart” just kicked my butt! And my 
tune, “Third Phase,” and also Billy Hart’s tune and George 
Cables’ “Blackfoot.” So I was served with a bit of tension 
throughout most of those tunes, but when it was over, I 
felt great and very pleased and proud of what I had done.

BILLY HART

David, being younger than us, values this group so much 
that he’s inspiring with his attempts to keep the band 
together. He really works hard at it, because all of these 
guys are masters. It’s not just “all-stars.” That’s one way 
to look at it, if you look at in a commercial view; they all 
have a certain amount of acclaim. But if you look at it 
musically, these guys are creative masters. You know, 
Max Roach used to announce his band, he’d say, “These 

gentlemen represent the most creative musical minds that 
this country has produced,” and in this situation, that’s 
totally accurate. Cecil McBee, George Cables, Eddie 
Henderson, Donald Harrison, Billy Harper... You can’t 
imagine a higher creative level than these guys.

So what happens with that? How do you deal with that? 
These guys, the normal situation is just to go off and create 
your own band, which we all do. But this is something 
where we have such a similarity of experience, and we 
get so much inspiration from a common goal that it’s 
just refreshing and enjoyable to do it. And if you have 
somebody that is willing to make some of the sacrifices 
that David has done to do this, it just seems to work.

And the music continues to grow! An all-star band implies 
to me like a jam session; let’s get together and just party. 
But this is different. The compositions grow, where Billy 
Harper has a composition that’s obviously a Billy Harper 
style of composing; Cecil McBee [has] a Cecil McBee 
style of composing. But somehow with David in the mix, 
all the compositions begin to sound like a group. I think 
that’s pretty powerful. Harper will write something and 
it was almost like, “Well, why didn’t I write that? That’s 
exactly what I had in mind.”

We come from all over the country, and you can feel the 
certain area of the country that they come from. Cecil 
McBee is from Oklahoma, Harper is from Texas, Eddie 
Henderson is from San Francisco, Donald Harrison is from 
New Orleans, and you can feel all of that. It’s really heavy! 

We all have other things that we could do, or that we do 
do. But somehow I end up saying, “This is a priority. This 
is worth this for me. This is special.”

DONALD HARRISON

I know those guys got the chance to hear John Coltrane 
in his prime, as well as Miles Davis and his classic group, 
and they were at the tail end of a very important period in 

the ’60s. Any people that are part of the history of what 
we call jazz music, I like to hang around as much as 
possible to get the feeling of playing with them, because 
that goes into what I’m doing musically. I feel like they’re 
sort of the last authentic jazz people around. Those guys 
bumped into a lot of musicians and that’s why it has a 
certain feeling to it. It just exudes being connected to the 
whole, with every fiber of every note.

When you’re on the bandstand with somebody, you really 
get it. I said this about the Dream Team, when they went 
to the Olympics. I said now you’re gonna get guys coming 
into the NBA from all over the world, because they never 
had a chance to go one-on-one with Michael Jordan, 
but when you’re standing in front of Michael Jordan and 
you see his crossover move, then you can go home and 
practice defending that. So when you play with these 
guys, you get an idea of what it really is.

So many ideas that are bouncing off each other. David 
Weiss has this way of going through changes and rhythmic 
concepts, and Eddie Henderson has another concept. I’m 
stealing from Eddie Henderson every night, put it like that. 
And he’s given me things that Sonny Rollins showed him 
or Miles showed him: “Check this out; Sonny showed me 
this.” Can’t get that nowhere else.

DAVID WEISS

Everybody I’ve dealt with from that generation and older, 
their philosophy has always been: “I play music to the 
best of my ability, and what happens happens.” All career-
planning stuff and the 24-hour news cycle and having a 
concept to sell, all that is foreign to them.

It’s a lot better when you have advocates, so if I can 
sit here and tell you that Billy Harper is probably one 
of the greatest living saxophone players, I can comfort-
ably tell you that. Billy Harper, even if he had an inkling 
of a thought like that, he certainly doesn’t walk around 
like that.

These guys are all great composers; they’re still at the 
height of their thing, and I guess I’m the one who’s gonna 
have to stick up for that and create the situation that 
proves it time and time again. 

It’s the tunes that do it for me. I’ve always thought the 
compositions have set the table for everything that’s 
happening with these guys as improvisers, and the guys 
were chosen for their tunes as well. When I finally settled 
on this personnel, basically what I did was just sit down 
and listen to all their records. Harper I knew which tunes 
I wanted to do right away, that was no problem, but I 
listened to all of George’s records, Cecil McBee’s records. 
I went through everybody’s records, and just called them 
up and said, “OK, can we do this tune?” And I’d write an 
arrangement of it and we’d do it. And as the band grew, 
those guys started bringing in stuff.

On this record, Billy Hart suggested the Billy Harper tunes. 
He suggested the ballad, and he suggested “The Call of 
the Wild and Peaceful Heart.” And I chose Billy Hart’s 
tunes. And Cecil McBee just keeps writing. And every 
record, basically I go back and listen to all their records 
again. I go through and find something else, because a 
year later or two years later, my perspective has changed 
and I’ve found something else that works.

I think this record captures that too. From beginning to 
the end, as far as the compositions, I think this record 
might be the strongest we’ve done, and I didn’t have one 
of these tunes in mind seven years ago.

Recorded Live April 11 & 12, 2016
at Sear Sound, Studio C, New York City

Produced by Paul Stache
Associate Producer: Damon Smith

Recorded by Chris Allen
Studio Assistants: Jeff Citron & Richie Kennon

Mixed by Paul Stache & Ted Tuthill
Mastered by Randy Merrill

Photography by John Abbott
Inside photography by Adriana Mateo

Design by Damon Smith & Paul Stache

George Cables appears courtesy of High Note Records

Executive Producers: Frank Christopher & Paul Stache
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Asked to account for the Cookers’ improbable longevity, David Weiss speaks on behalf of the group: “I think everybody at 
some point or another saw the beauty in it.” That beauty has been evident to listeners since the band’s first album, 2010’s 
Warriors, for which Weiss convened five jazz masters in their sixties and seventies for a gorgeous and fiery program of soulful, 
lushly arranged postbop. Since then, the Cookers — born out of earlier tribute concerts honoring Freddie Hubbard and 
Lee Morgan’s famed 1965 live album The Night of the Cookers — have not only endured but thrived, performing steadily 
and releasing three more albums drawing on the sizable back catalogs of its esteemed members. Pianist George Cables, 
trumpeter Eddie Henderson, tenor saxophonist Billy Harper, drummer Billy Hart and bassist Cecil McBee, all veteran 
bandleaders and sidemen to some of the most important names in jazz during the past half-century, found themselves 
operating in a surprisingly egalitarian context, where no musician played a secondary role. 

On the band’s fifth LP, The Call of the Wild and Peaceful Heart, we encounter a septet with an unmistakable 
group sound: a “texture,” in the words of alto saxophonist Donald Harrison, the Cookers’ newest member. 
Everything the group does well is on magnificent display here, from relaxed balladry (“Third Phase,” a 
McBee original beautifully arranged by Weiss) to hard-charging post-Coltrane dust-ups (“Teule’s 
Redemption” and “Blackfoot,” pieces drawn from Hart and Cables’ respective back catalogs) 
and resplendent, unabashedly spiritual fare (Harper’s “Thy Will Be Done,” a largely through-
composed epic with an orchestral sweep). Soloists Henderson and Harrison supply 
tenderness and passion in abundance, driving home the point that as far as the 
group’s seven members are concerned, working with the Cookers is the furthest 
thing imaginable from just another gig.

In June 2016, I spoke to each musician about the rewards and 
challenges of collaborating in this increasingly impressive band. 
Their following remarks have been condensed and edited.

HANK SHTEAMER 
maintains a blog at darkforcesswing.blogspot 
and is Senior Editor, Music, RollingStone.com

 1 The Call of the Wild and Peaceful Heart (Billy Harper) 11:10
Soloists: Harper, Weiss & Cables

 2 Beyond Forever (George Cables) 6:07
Soloists: Henderson, Harrison & Cables

 3 Third Phase (Cecil McBee) 8:23
Soloists: Henderson, Harrison and McBee

 4 Teule’s Redemption (Billy Hart) 11:30
Soloists: Harper, Weiss & Cables

 5 If One Could Only See (Billy Harper) 6:07
Soloists: Henderson & Cables

 6 Blackfoot (George Cables) 5:41
Soloists: Henderson, Harrison & Cables

 7 Oceans of Time (Billy Hart) 8:33
Soloists: Weiss, Harrison & Cables

 8 Thy Will Be Done (Billy Harper) 12:39
Soloist: Billy Harper

Tracks 1, 5 and 8 arranged by Billy Harper
Tracks 2, 3, 4, 6 and 7 arranged by David Weiss

JIM ROTONDI trumpet & flugelhorn

JOE LOCKE vibraphone

DAVID HAZELTINE piano & Fender Rhodes

DAVID WONG bass

CARL ALLEN drums

 6 Pure Imagination 7:03
Leslie Bricusse & Anthony Newley

 7 Monk’s Mood 7:29
Thelonious Monk

 8 Le Crest 5:35
Jim Rotondi

 9 Our Day Will Come 6:43
Mort Garson / Bob Hilliard 

10 Going to the Sun 6:49
Jim Rotondi

 1 In Graz 6:13
Jim Rotondi

 2 BC 5:14
Jim Rotondi

 3 Biru Kirusai 5:27
Jim Rotondi & Eric Alexander

 4 Dark Blue 8:00
Jim Rotondi

 5 Highline 5:42
David Hazeltine

℗ © 2016 SMOKE SESSIONS RECORDS 2751 BROADWAY, NEW YORK, NEW YORK 10025 
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JOE LOCKE / DAVID HAZELTINE / DAVID WONG / CARL ALLEN

Recorded Live July 15, 2015
at Sear Sound, Studio C, New York City

Produced by Paul Stache
Associate Producer: Damon Smith

Recorded & Mastered by Roman Klun
Studio Assistants: Ted Tuthill & Grant Valentine

Mixed by Roman Klun & Paul Stache
Photography by John Abbott

Design by Damon Smith & Paul Stache

Joe Locke appears courtesy of Motéma Music

Executive Producers: Frank Christopher & Paul Stache

What can you tell us about this project, Dark Blue? The 
common theme of many of these songs is that they were 
written for some of the significant places in your life, places 
you’ve lived, visted frequently or called home? Is that right?

That’s right. “In Graz, ” the first tune, was written for and 
dedicated to my new teaching position in Graz, Austria. 
It’s a song with a lot of action. I wanted a song with a lot of 
action because for me everything in my life was changing 
at that point, so there are a lot of chord changes. There is 
also a lot of interaction between the instruments playing 
the melody and the rhythm section. 

Then, the second one is called “BC,” which I wrote for 
Cory Weeds and the people of British Columbia. I made 
my first visit to Vancouver and his club, the Jazz Cellar, 
just after September 11, 2001. That was a fairly difficult 
time to travel and a lot of people weren’t but I made it and 
it turned out to be such a great experience on so many 
levels: the people were so happy that I went and gave 
me such a great welcome that I ended up going back 
once or twice a year for many years.” I sort of think of 
this one as a blues, although it really isn’t in the sense of 
its form. It’s 16 measures long and a blues is typically 12, 
and it also has a lot more harmonic activity than a blues 
would normally have, which is to say there are more chord 
changes. I sort of feel like my compositional influence here 
would be Cedar Walton, maybe with a little bit of David 
Hazeltine added to that.

What’s the meaning of “Biru Kurusai?”

Well, it is dedicated to another one of my favorite places, 
Japan and to all of the great Japanese jazz fans. Eric 
Alexander and I wrote this for a Japanese record date we 
did with drummer Joe Farnsworth. We set out to write a 
tune with a vibe and it’s been pretty popular when we play 
it. It mostly rests around E-flat minor and there are some 
changes in the middle, but there’s no bebop in this song at 
all. It’s a different way of writing harmonically than either of 
us had really ever done before. We did it a little slower and 

with a slightly different straight eighth groove here which 
I feel Carl Allen really captured perfectly. He is truly one 
of the great drummers that we have. I remember hearing 
him so many nights with my hero, the late great Freddie 
Hubbard, who he worked with for about 10 years. I just love 
the way he plays. I should also add that I don’t believe that 
we spelled this title correctly but we did spell it phonetically. 
Translated, it means “I would like a beer, please.”

Your original ballad is next, the title track “Dark Blue.”

Truthfully, I haven’t made too many attempts at writing 
ballads. I think the reason for that is because ballads in 
composition and in performance tend to leave you very 
exposed. I ended up working on this one for a long time. I 
kept going back and refining it, trying to strip it down and 
keep it very simple. The result is very typical of the kind 
of sound that I’m trying to get when I play with Joe Locke. 
Over the years, I’ve had the good fortune to do some 
projects with Joe and the sound of it always exceeds my 
expectations. Sometimes he’s an orchestra, sometimes a 
horn player, and sometimes just a member of the rhythm 
section, but, on this song, I think he’s all of those things 
because he plays the melody in unison and then he voices 
it. My favorite blending sound with the trumpet right now 
is the vibraphone and, honestly, I just can’t imagine the 
sound of this song without that.

There aren’t too many records where the title track is a 
ballad but that’s the case here. 

That’s true. I think this song represents a lot of what my 
vision was musically for this whole project. Everything that 
we could draw from the pallet is represented in this song.

The next one, “Highline” was written by your frequent col-
laborator David Hazeltine.

I do have a long history with David and I always ask him 
to contribute a composition to a recording. “Highline” is, 
let’s just say, classic David Hazeltine. It represents his 
style as an improviser and as a composer. The melody 

fits the harmonic composition so well. I can’t say enough 
about his ability as a piano player, as an accompanist, 
and as a songwriter. He’s been an major influence on me 
as a composer and as an arranger, and he’s also a good 
friend—definitely a worthy constituent as Charlie Parker 
would have said about Dizzy. He’s my worthy constitu-
ent. He named this song for a relatively new park in lower 
Manhattan called the Highline. It sits on an abandoned 
elevated railway with great views looking out over the 
Hudson River. I still think of New York City as one of my 
homes and so I was happy to have this song to include 
for that reason as well.

You’ve also included arrangements of “Pure Imagination” 
and “Monk’s Mood.” Do these songs also have something 
to do with significant places for you?

Well, yes, in some ways, they do. When I think of “Pure 
Imagination,” I think of London. I have had the opportu-
nity to perform there more often in recent years, which I 
really love, and this song came to my attention through 
the work of a brilliant young pianist and singer who lives 
there named Jacob Collier. If you haven’t heard of him, 
you definitely will. He does these recordings where he 
sings six different voices. I heard his incredible version 
of “Pure Imagination” and I was blown away. I’d never 
thought of doing this song myself until I heard him do it 
and I decided to put my own arrangement together of it. 
I always like to include a waltz on a record, too.

And, as for Thelonious Monk, I guess we don’t have to 
say a whole lot about his compositions. I think it was Art 
Blakey who referred to him as “the High Priest of Jazz 
and Modern Music” and “Monk’s Mood” reflects that. It’s 
a masterpiece and, in terms of an arrangement, I didn’t 
want to elaborate a whole lot in terms of an arrangement 
because his melody is so perfect. I did very little to it and 
the rest of it is all Monk’s with almost nothing changed. 
It’s one of my favorites of his ballads and it reminds me 
again of New York.

The next one is your original blues, “Le Crest.”

Yes, it’s the only real blues on the record, although you 
might not know that until we get to the solos, the impro-
visations. I wrote this one for a very small village in France 
called Le Crest. My wife and I just purchased a beautiful 
new home there where we try to go as often as possible.

And, then “Our Day Will Come” is an arrangement by  David 
Hazeltine, although de-arrangement might be a better 
description, which is to say that he retains the melody, 
but changes the backdrop considerably. I think it turned 
into sort of a unique addition to this record. 

And, the set closes with your  “Going to the Sun.”

This one goes a little further back. I want to say that I think 
David Wong really grounds this one. I think in the great 
tradition of bass players like Paul Chambers, Ron Carter, 
Doug Watkins, and a host of others that they ground 
the band. They make sure that everything is cool when 
everything else is going on and David Wong has that. He 
also has a great sound, great intonation, and great time. I 
mean he’s the new guy. Anyway, so, I’m a Montana native 
and I wrote this one for that beautiful part of the world. I 
grew up spending summers near Glacier National Park 
and there’s a famous road there that starts at Flathead 
Lake and goes all the way up to Canada called the Going 
to the Sun Highway. I was there again last summer on 
vacation with my wife and that trip inspired me to write it.

So, how is it that a guy from Butte, Montana becomes a 
bebop trumpet player anyway?

Well, it was pretty unlikely that’s for sure. I grew up in a 
family of five kids and I’m the youngest. My mom was 
and still is a piano teacher, and she was sort of my initial 
musical influence. She set the rules in our family. My 
father enforced the rules, but she set the rule that all 
of the kids needed to study the piano. So, I started the 
piano when I was eight and moved to the trumpet when 
I was 12. My jazz exposure was sparse, of course, but a 

friend of mine in high school loaned me his vinyl box set 
of Max Roach and Clifford Brown on Emarcy. I had never 
heard anything like it. That was my initial impetus to start 
investigating the music.

So, you learned a lot just by listening to those Emarcy sides, 
as opposed to say sitting in a formal jazz music class with 
20 other students?

Absolutely, absolutely. There was no classroom learning 
for me at all at that point. In fact, I’m virtually self-taught in 
terms of understanding harmony. I listened to the records, 
and I sat down to the piano and that’s how I taught myself 
a lot of that stuff—when I was supposed to be practicing 
Bach inventions. 

Eventually, though, you did study at a storied center of 
jazz education, the University of North Texas’

Right, and that was probably the heaviest learning time 
for me because all we were doing was listening to music, 
playing jam sessions, and trying to learn how to play the 
music. That’s also when I met the saxophonist James 
Farnsworth—the late great James Farnsworth—who was 
a tremendous influence on me as a musician and as a 
friend. I don’t know if I could really express everything 
I learned from him, but he turned me on to some great 
music, and he showed me a lot about how the music is 
played. On one of my spring breaks, my brother and I took 
a trip to New York because James’ brother John had an 
apartment in Astoria, Queens and he let my brother and I 
stay there. That was my first trip to New York as an adult. 
I can remember getting off the plane and taking the taxi 
to that apartment thinking: I’m going to live here. Some 
people they see New York and the energy blows them 
away, but for me I knew right away. I said New York is 
where I’m going. That’s what I’m going to do.

And, New York was a little different in the 1980’s, too.

Oh, yeah, my first apartment in Brooklyn was in a really 
heavy neighborhood. There were cars on fire and some 

other seedy things going on around the neighborhood. It 
was not glamorous in any way. I was living in an apartment 
the size of a closet but I was practicing all the time and, of 
course, I wouldn’t trade those years for anything. Not for 
one thing! It was a very positive experience.

And, soon after, you started working with Ray Charles, 
Lionel Hampton, Toshiko Akiyoshi, One for All and...

Yeah, those were all great opportunities and experiences 
for me. I think one of the most important gigs that I had in 
terms of my exposure—and thanks to Eric Alexander—was 
with the Charles Earland Quintet. I made a few records 
with him that were played on the radio all the time. In fact, 
Eric probably did more than any other single person to put 
me on the scene when I was young because I was also 
on his very first album called Straight Up, It was recorded 
in Chicago and when we got back to New York, it was 
incredible. They were playing the whole album on the radio. 
They said they were doing a feature on this new young man 
Eric Alexander and his band and then they would play the 
whole thing. A lot happened for me in a short amount of 
time after that because of that record’s exposure.

Any final thoughts about this record, Dark Blue? 

I’m really very happy with it. We did three nights at Smoke 
to prepare and it felt great from the moment we hit the 
first note. Really, it felt good from the moment we walked 
in the door. I guess one of the things that I feel like I miss 
the most having relocated to Europe is Smoke and the 
family there. So much of what I’ve learned and so much 
of the music that I’ve played was in that club. I have to 
say every time I come back it feels good. I walk in the door 
and I really honestly feel like I never left. It is one of the 
true strongholds of the music in New York and—I mean, 
there’s no question about that—and, I’m honored to have 
been a part of it over all these years. I think that feeling 
we had is in this recording, too.

“I would like to thank David, Joe, Carl and David for their impeccable musicianship 
and for their unique ability to transform these fragments into a musical statement.

To Damon Smith for his invaluable assistance putting all of this together.

To Frank Christopher, for sharing in this vision.

To Paul Stache, who has been an extended family member for so many years, and 
with whom I have had a spiritual kinship pretty much since we met. You are definitely 

the coolest producer I have EVER worked with.

To my brother Frank Rotondi, who has traveled near and far to hear me play over the 
years and has always been a true inspiration. Love you, bro.”

Voila,
JIM

JIM ROTONDI WITH DAMON SMITH 
November 23, 2015

RENEE ROSNES piano 
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Great artists take on great themes. Duke Ellington dealt 
with race relations in his three-movement suite, Black, 
Brown and Beige. John Coltrane meditated on the divine 
in his album, A Love Supreme. Billy Strayhorn confronted 
mortality in his death-bed composition, “Blood Count.” 
And with this project, the culmination of several years’ 
work, Renee Rosnes has tackled nothing less than the 
very origins of life on Earth. 

Written in the Rocks is a work of extraordinary creative 
and intellectual ambition. Renee Rosnes, a pianist and 
composer esteemed for the rigorous inventiveness of her 
music, has had a deep love of the natural world since her 
childhood in western Canada. Over the course of her 
professional career, she had made clear her fascination 
with science and ideas, as well as matters of the heart 
and the soul. Written in the Rocks brings together her 
varied interests, united through her equally varied gifts. 

“I’ve always felt inspired by nature,” Rosnes recalls. 
“Growing up on the mountainous west coast of Canada 
close to the ocean, I took for granted that the wilderness 
was so accessible. The infinite blue-green hues of the 
Pacific Northwest are in my blood. 

“My family’s house sat at the bottom of a street that opened 
up into a deep ravine, and a half hour’s drive from there, 
the city lights were dim enough to offer an astonishing 
view of the night sky. Even though we lived in a suburban 
neighborhood, it wasn’t unusual in the morning to discover 
the prints of a wayward black bear that had come down 
the mountain in search of berries sometime before sunrise. 
Salty air, the smell of seaweed, the relentless pounding 
of waves, and the agreeable aroma of cedar—all of these 
provide me with spiritual nourishment and inspiration.” 

In Written in the Rocks, Rosnes explores the arabesque 
history of life forms on this planet, from the emergence 
of single-cell microbes in the sea through the asteroid 
impact that obliterated the dinosaurs to the wonders 
of the Galapagos Islands that stirred Charles Darwin to 
discern how evolution explains it all. The title of the work 

refers poetically to the geological record of history buried 
deep below the earth’s crust. Literally speaking, Rosnes 
has created a whole new kind of “rock” music. 

It is only fitting that Rosnes employ the idiom of music—
jazz, in particular—to treat the evolutionary history that 
Darwin brought to light, since Darwin himself had great 
affection for music and drew inspiration from it in his 
science. As a student at Cambridge, Darwin timed his 
constitutional strolls to coincide with the daily choral 
singing at the King’s College Chapel. “This gave me 
intense pleasure,” he would later recall, “so that my back-
bone would sometimes shiver.” After his marriage, his 
wife Emma would serenade him on the piano as he did 
his reading and writing. 

“Music arouses in us various emotions,” wrote Darwin in 
The Descent of Man. “It awakens the gentler feelings of 
tenderness and love, which readily pass into devotion. 

“Love,” he observed, was “the commonest theme of 
our songs.” 

If only Darwin could have heard the music of Renee 
Rosnes! He would have found, as listeners of Written in 
the Rocks will find, that there’s nothing common about 
it. Among the gifts that make Rosnes rare among con-
temporary artists is her appreciation of love as something 
unrestricted to amore or eros. She loves ideas and science 
and nature, as well as her husband and her family; and, 
as this deeply felt piece of work demonstrates, she loves 
music for its profound capacities. 

“To compose music about our planet’s evolution was a 
stimulating concept and one brimming with musical pos-
sibilities,” Rosnes explains. The initial idea for the project 
grew out of conversations she had with her longtime friend 
Dino Rosati, a Canadian technology specialist who shares 
Rosnes’ interest in evolutionary science and astronomy. 
Rosati wrote a short page of text about the phenomena 
at the center of each of the suite’s seven movements, and 
Rosnes used this writing as starting points to compose 
the instrumental pieces that comprise the work. 

At the heart of Written in the Rocks is the Galapagos Suite 
a unified work of separate but intimately connected parts 
related not only by thematic content, but also by Rosnes’ 
melodic lyricism and rich, multi-layered harmony. As a 
work of jazz, at the same time, it is a piece designed to be 
performed by improvisers. Rosnes wrote the music with 
a particular group of musicians, all frequent collabora-
tors of hers, in mind: the vibraphonist Steve Nelson, the 
saxophonist Steve Wilson, the bassist Peter Washington, 
and the drummer Bill Stewart. “I composed the suite for 
the individual voices of the musicians, which wasn’t hard 
to do, because they all have very original sounds and 
approaches to the music,” says Rosnes. “There was no 
need to give them much direction, because they innately 
know how to interpret my music.” 

The Galapagos Suite 

The KT Boundary

“The time was 65 million years ago...” begins the text Dino 
Rosati wrote for Renee Rosnes, describing the day in the 
dinosaur age when “a rock the size of a mountain” crashed 
into the earth, destroying more than half the life on the 
planet. The sediment record marks the point, known in 
science as the KT Boundary (for the technical abbreviations 
for the Cretaceous and the Tertiary ages). Rosnes begins 
the suite with this musical prologue, employing the theme 
of duality in a duet that expands both instrumentally and 
in harmonic complexity over the course of the movement. 

Galapagos
It was on the Pacific archipelago of Galapagos, 600 miles 
from the shore of Ecuador, that Charles Darwin, in 1835, 
found the unexpected, at-first inexplicable variations 
in plant and animal life that would lead him, in time, to 
the insights into evolution that would change the way 
humankind understands its own history. As Darwin wrote 
in his notebooks, ‘I never dreamed that islands about 50 
or 60 miles apart, and most of them in sight of each other, 
formed of precisely the same rocks, placed under a quite 
similar climate, rising to a nearly equal height, would have 

been differently tenanted.” Rosnes, in this lushly vivid 
movement, brings us to Galapagos alongside Darwin. 

“My desire,” she says, “was to create a sonic painting 
of the surf and the exotic birds and wildlife of Darwin’s 
Galapagos Islands. I felt that it must have a joyous nature, 
to reflect Darwin’s anticipation of exploration and sense 
of purpose of his journey.” 

So Simple a Beginning

One note in the opening of this movement evolves into a 
complex chord, much as the first single-cell organisms 
evolved into the complex life forms around us today. 
Darwin first presented the radical proposition of evolu-
tion to the world in 1859, in his book On the Origin of the 
Species. Knowing full well how difficult the idea would 
be for his readers to accept, he summed it up in one of 
the most poetic passages in all of scientific literature: 

Thus, from the war of nature, from famine and death, 
the most exalted object of which we are capable of 
conceiving, namely, the production of the higher animals 
directly follows. There is grandeur in this view of life, with 
its several powers, having been originally breathed into 
a few forms or into one; and that, whilst this planet has 
gone cycling on according to the fixed law of gravity, 
from so simple a beginning endless forms most beautiful 
and most wonderful have been, and are being, evolved.

Lucy from Afar

She lived about 3.2 million years ago and resurfaced to 
make news around the world in 1974, when she was dis-
covered in the soil of the Afar Triangle region of Ethiopia 
and identified as the oldest known specimen of human-
kind’s early ancestors. Ethiopians called her Dinknesh—

“the marvelous one”—and paleoanthropologists named 
her Lucy. Renee Rosnes locates this movement of the 
suite in a triangle, musically, by setting it in 3/4 time, 
employing a quarter-note motif to evoke the image of 
Lucy rising to walk on two legs. The piece concludes 
with bass and drums, leaving listeners with the sound of 
rhythm, the primordial music. 

Written in the Rocks 

“Life rose up from the rocks beneath the sea, driven by the 
relentless heat and chemistry of tectonic rifts in the sea 
floor,” wrote Dino Rosati for Renee Rosnes. “It learned to 
swim through the waters, to walk upon the land, and to fly 
through the air. It learned to touch and see and hear the 
music of the spheres. It left behind fossilized clues to this 
epic evolutionary story, written in the rocks.” Enigmatic 
but indelible, messages from the past lay waiting for us 
to read. In this movement, Rosnes offer up a haunting 
melody that lingers in the mind through the duration of the 
suite and long after its final notes have played. 

Deep in the Blue (Tiktaalik) 

How did life migrate from the sea to the shore? An evo-
lutionary biologist named Neil Shubin, a professor at 
the University of Chicago, was chipping at rocks in the 
Canadian arctic, searching through the ancient evidence, 
when he found the fossilized remains of a previously 
unknown species—a creature that appeared to fill the 
blank between fish and amphibian life. Granted the privi-
lege of naming the species, he turned to his Inuit hosts, 
and the elders dubbed it Tiktaalik. Renee Rosnes deftly 
suggests the ocean and the land in the melody and the 
counter-melody of this piece, a movement in the suite 
that brings to mind the Tiktaalik’s movement from one 
world to another. 

Cambrian Explosion 

After some three billion years of little evolutionary change, 
with life on earth restricted to single-cell organisms, things 
started happening, and everything changed. Over a short 
period of 600 million years (short being a relative term 
in planetary history), the biological framework for trees 
and fauna and insects and birds and animals took form 
in an eruption of life forms in seemingly endless variet-
ies known as the Cambrian Explosion. Renee Rosnes 
ends this suite with a musical parallel to the Cambrian 
event—an elusive, fast-moving melody that builds to a 
climax in collective improvisation. 

From Here to a Star 

The first of two additional songs that augment The Gala-
pagos Suite on the album, this exquisite piece has a 
purling Renee Rosnes melody derived from the chord 
progression of Irving Berlin’s “How Deep Is the Ocean.” 
The title of Rosnes’ tune is a nod to the harmonic source 
material, referencing the lyric “How far is the journey 
from here to a star?” Rare among popular standards, 

“How Deep Is the Ocean” is lyrically composed entirely 
of philosophical questions. As such, it connects neatly to 
Rosnes’ work in their mutual concern with the mysteries 
of life. “I thought it would be fitting to include,” Rosnes 
explains, “since ultimately, every element on Earth was 
formed at the heart of a star.” 

Goodbye Mumbai 

Renee Rosnes wraps up this album about the history of 
life with a song pertaining to her own origins. In a set of 
events that inspired her 1996 album Ancestors, Rosnes 
discovered in her adulthood that she was of Punjabi 
heritage. She met her biological mother for the first time 
in 1994, just two months before the death of her adoptive 
mother. “Needless to say, it was both a heady and painful 
time for me.” Nineteen years later, she visited India and 
performed there for the first time. “It was enlightening 
to experience being in India,” she recalls. This piece, a 
virtuosic bebop tune with an ethereal hint of Indian influ-
ence, brings to mind the complexity of cultural forces 
that underlie Rosnes’ distinctive creative identity today. 

DAVID HAJDU

David Hajdu is the music critic for The Nation, a professor 
at Columbia University, and the author of Lush Life: A 
Biography of Billy Strayhorn, among other books.

STEVE NELSON vibraphone   PETER WASHINGTON bass   BILL STEWART drums

The Galapagos Suite
 1. The KT Boundary 4:42

 2. Galapagos 7:13

 3. So Simple a Beginning 6:15

 4. Lucy from Afar 6:37

 5. Written in the Rocks 5:14

 6. Deep in the Blue (Tiktaalik) 7:34

 7. Cambrian Explosion 5:25

8. From Here to a Star 8:05

 9. Goodbye Mumbai 5:43

All Titles Composed by Renee Rosnes
Native Colors Music (BMI)

STEVE WILSON flute (1, 2 & 3)   soprano saxophone (1 & 7)   alto saxophone (6 & 9)     

Heartfelt thanks to Paul, Damon, Frank, and everyone at Smoke Sessions; 
Dino Rosati for the inspiration and all the great conversations; Kathy Charlap 
for your generous assistance; David Hajdu, Roman Klun, Chris Allen, John 
Abbott, Lewis Nash, Jimmy Greene, Randi Kristiansen, Sandy Stewart & 
Constance Klinger. Much love and gratitude to Steve N., Steve W., Peter 
and Bill for your brilliant contributions to the music, and an extra special 
thank you to Bill Charlap, Dylan Drummond & Vivi Charlap for your 
continuing love and support.

STEVE NELSON / STEVE WILSON / PETER WASHINGTON / BILL STEWARTHEADS OF STATE

GARY BARTZ saxophone  LARRY WILLIS piano   DAVID WILLIAMS bass   AL FOSTER drums
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Ever since the end of the swing era (C. 1950) there has 
been an alarm that is sounded every 5 or ten years that 
announces the death of jazz. For jazz fans, the death of 
what we hold near and dear is a threat that has a way of 
taking some of the joy from our lives. But, we can take 
heart and rejoice in the knowledge that groups like Heads 
of State are alive and well and still swinging. Gary Bartz, 
Larry Willis, David Williams, and Al Foster have all the 
qualities that would be expected from those that keep the 
flame alive. Their grasp of jazz tradition is always evident 
in their work while they also add to the evolving body of 
work that is typical of jazz in the 21st century.

So, we have carefully crafted and arranged works from the 
archives like “Sippin’ at Bells” and “Moose the Mooche” 
that relate to the traditions of the music and new tunes 
from all of the guys such as Larry’s “The Day You Said 
Goodbye.” We can be confident that the music we cherish 
will continue  to surprise us with new stars that emerge 
from seemingly nowhere to startle us with their knowledge 
and mastery of an art form that should be foreign to them. 
Yes, jazz is alive and well and this music will confirm that 
fact in no uncertain terms. Enjoy!

– KAREEM ABDUL-JABBAR
Kareem Addul-Jabbar is is a global icon that changed 

the game of professional basketball. He is N.B.A.’s 
all-time leading scorer, as well as a New York Times-

bestselling author, a U.S. Cultural Ambassador and a 
recipient of the Presidential Medal of Freedom.

__________________________________________________

It’s often said that greatness recognizes greatness. That 
being the case, it’s obvious why a legend on the basketball 
court like Kareem Abdul-Jabbar can so clearly find the 
virtuosity and grace in the torch-bearing hard bop of the 
Heads of State. Like Abdul-Jabbar, this quartet of living 
legends—Gary Bartz, Larry Willis, Al Foster, and their latest 
addition, David “Happy” Williams—make it look easy as 
they pull off jaw-dropping feats of deceptively casual swing.

There’s something fittingly regal yet democratic about a 
name like “Heads of State” that ideally suits these gentle-
men, four of today’s most revered and influential jazz 
masters. At a time when our actual political leadership 
seems locked in a dignity-destroying race to the bottom, 
it’s reassuring to discover real nobility and taste in the 
form of these elder statesmen of America’s greatest music.

The quartet made their recorded debut in 2015 with Search 
for Peace, just months after playing together for the first 
time at Smoke Jazz & Supper Club in New York City. 
Now, with another year of playing together (on top of the 
nearly five decades of relationships shared by the various 
members), they return with Four in One, a jubilant, tremen-
dously swinging release that pairs new compositions by 
all four members with pieces by some of the icons that 
have mentored them – in many cases personally.

The title comes from the lesser-known Thelonious Monk 
composition that opens the album, but it also succinctly 
captures the strong group spirit and identity that have 
been forged by an all-star band that was originally meant 
to be a one-time thing. “We’re trying as best as we know 
how to establish our own identity,” Willis explains, “and 
not sound like a jam session band.”

Given the impeccable taste and wealth of experience of 
all four members, there was very little chance of a “jam 
session” sensibility emerging in any case, but in the short 
time they’ve been working together the Heads of State 
have developed a lithe and lively group sound that’s equal 
parts burning and elegant, sharp-edged and gregarious. 

Foster sets the tone for the album with a taut hi-hat rhythm 
to open the title track, over which Bartz unspools Monk’s 
typically spiky melody on alto. Willis and Williams soon join 
to establish a gently simmering tempo, inspiring a blissful 
reverie from Willis and an assertive bow from Williams, 
who steps into the bass chair having enjoyed decades 
of collaboration with his new bandmates along with his 
renowned tenure in the Cedar Walton Trio.

Monk is just one of the legendary jazz composers whose 
work is included on Four in One, which casts a wider net 
for material than the quartet’s more Tyner-focused debut 
(which nonetheless included pieces by John Coltrane, 
Jackie McLean and Benny Carter). Bartz plays an entranc-
ingly sinuous soprano on Wayne Shorter’s ethereal “Dance 
Cadaverous,” the dizzying mystery of the original, from 
the composer’s landmark Speak No Evil, here transformed 
into a tender, ethereal ballad. Williams’ sturdy bass seems 
to provide support for Bartz’s vulnerable, searching lines, 
with Foster’s delicate touch a sensitive whisper behind 
Willis’ elegant curtain of sound.

Charlie Parker’s “Moose the Mooche” comes in for a 
particularly brisk, buoyant treatment, Foster keeping 
the band aloft with the joyous agility of an expert juggler. 
Bartz weaves an inventive filigree from variations on the 
beloved melody, while Willis gets into a knotty dance with 
Foster’s hurtling bounce.

John Lewis’ “Milestones” provides the opportunity for the 
group to showcase their knack for finger-snapping swing, 
initiated by a stuttering Foster intro and highlighted by a 
charmingly lyrical Bartz solo; their tenderness, meanwhile, 
shines through on a warm but aching “Someone to Watch 
Over Me,” with Bartz’s breathy assertions countered by 
Willis’ bittersweet introspection. 

From there they shift gears into Miles Davis’ hard-charging 
“Sippin’ at Bells,” highlighted by a heavy-duty barrage of 
a solo by Foster, before the album concludes with the 
whipcrack celebration of Eddie Harris’ “Freedom Jazz 
Dance.” The quartet’s playfulness emerges as the four 
toss the tune back and forth in a winningly funky game 
of hot potato.

Just as notable and memorable as these influential artists’ 
playing on these classics are the original contributions 
that each make, all of which sit comfortably alongside 
these pieces by some of the music’s greatest composers. 
Bartz’s “And He Called Himself a Messenger” is fueled 

by an intensely surging pulse, provoking a bold, crashing 
solo from Willis and a knotty exploration of the sauntering 
melody by the composer. 

“Aloysius” adds a rare composer credit for Foster, whose 
work impressed even Willis, who admits that his friend-
ship with the drummer dates back to a time when “Moby 
Dick was a sardine.” He adds, “As long as we’ve known 
each other I had no idea that Al could write on the level 
that he can.” It’s a very high level indeed, opening with 
a deeply musical drum solo that launches the band into 
the tune’s subtly Latin-flavored swing.

Willis’ own compositional gifts are in full view on the 
delicate “The Day You Said Goodbye,” a Michel Legrand-
inspired ballad that the pianists says that he wrote with 
Tony Bennett’s voice in his ears. Indeed, it’s not difficult 
to imagine the legendary singer wringing a bounty of 
heart-wrenching emotion from the tune – especially since 
the Heads of State manage to just that without a single 
lyric being necessary. Finally, Williams’ “Keep the Master 
in Mind” opens with a wistful Willis solo, then slowly ac-
cumulates bandmates until the infectiously sunny tune 
emerges in all its glory.

While the bands’ first album was thrilling because it 
brought together four revered and masterful musicians 
in one place for the first time ever, Four in One may be 
even more exciting because it announces their intention to 
continue to play and evolve together. Given what happens 
when these four join forces, that’s one enticing prospect.

–  SHAUN BRADY 
Philadelphia, January 2017

Shaun Brady is a Philadelphia-based music journalist 
who has written for JazzTimes, Downbeat, Jazziz, 
City Paper, Metro, and The Philadelphia Inquirer.
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 1 Four in One (Thelonious Monk) 7:18

 2 And He Called Himself a Messenger (Gary Bartz) 4:26

 3 Dance Cadaverous (Wayne Shorter) 10:02

 4 Moose the Mooche (Charlie Parker) 5:28

 5 Aloysius (Al Foster) 6:37

 6 The Day You Said Goodbye (Larry Willis) 7:55

 7 Milestones (John Lewis) 4:48

 8 Keep the Master in Mind (David Williams) 6:57

 9 Someone to Watch Over Me (George Gershwin / Ira Gershwin) 8:12

 10 Sippin’ at Bells (Miles Davis) 3:56

 11 Freedom Jazz Dance (Eddie Harris) 6:38
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“Atmosphere” is based on Corea’s very popular 
song “500 Miles High.”

“It’s Chick’s chord progression,” he explained 
of the track that features Wilson on flute. “I just 
thought—what if you took those beautiful chords 
and just straight up swung it over a kind of ethe-
real line.”

Corea’s influence goes beyond the bandstand as 
Davis has taken notes on how to be a bandlead-
er from all the incredible jazz greats he’s been 
blessed to work for. It was revered saxophonist 
Jackie McLean who introduced Davis to the jazz 
world before recommending him to a man who 
wrote a chapter, if not a book, on how to run a 
jazz band; Art Blakey. In fact, the trombonist will 
go down in history as the last Jazz Messenger 
Blakey hired before his death in 1990.

”Playing with Jackie was galvanizing,” Davis said 
reflecting on his mentors. “It wasn’t always a 
picnic because he could be hard on you and kind 
of tough. But that was good. I learned. Certainly 
playing with Art Blakey taught me to just get to 
the point in your playing. I was compelled to play 
with urgency, fire and conviction.

“Chick was a different type of musical personality,” 
he continued. “They were very similar in the sense 
that they were always pushing for something. 
Neither was ever going to settle for some ordinary 
stuff. There had to be something special going 
on, something urgent and on the edge but with 
the tradition in it.”

Another bandleader Davis watched from afar was 
drummer Tony Williams with his very influential 
quintet in the late ’80s and early ’90s. While study-

ing with McLean at the Hartt School in Hartford, 
Davis made it to New York to catch the group as 
often as he could. He saw every incarnation of 
the group from 1986 to ’93 when Jackie McLean’s 
group worked a double bill with Williams’ group 
for a week at the Blue Note.

“It was a dream to be in that group, so I was listen-
ing hard,” Davis remembered. “I really loved Tony’s 
compositions and I still do. I was completely 
infatuated with his tune “Warrior.” It actually had 
a big impact on my composing.

“It sounded so different yet totally accessible at the 
same time,” he says of the up-tempo smoker that 
opens this eleven song set. “I didn’t understand 
what those chords are and they’re all suspended 
dominate chords and the form is a little quirky. I 
was trying to figure it out and I just loved it.”

Figuring out who would be in his band was easy 
for Davis. Scheduling was not. These are his boys. 
Not only are all long-time friends, according to the 
leader, they’re all sports scholars. An important 
fact that keeps competitive juices flowing.

In 1997 bassist Peter Washington was the original 
bassist with the Davis’ long-time co-op group 
One For All. His relationship with drummer Lewis 
Nash goes back nearly as far. 

“Peter is magic and so supportive but fluid. And 
I’ve been spoiled rotten by playing with Lewis 
all these years.

“I’ve known Jimmy Greene since he was 15 when 
we met at Hartt School,” Davis mentioned of the 
Hartford school where he’s been teaching since 
1991. “And because Steve and I have worked in 

so many groups together,” he continued about Mr. 
Wilson, “a lot of things are unspoken between us 
when we play. I knew that playing between two 
very expressive sax players who I knew so well 
would make my job easy during the three nights 
at Smoke because I could be kind of a foil.”

Despite his association with historic accompa-
nists like Corea, Horace Silver and the sublime 
Harold Mabern, Davis cites the celebrated 
pianist Larry Willis as his favorite when it comes 
to comping behind him as he solos. They’ve 
been tight since the ’90s and it is that personal 
friendship between that Davis says makes the 
two so empathic. 

“I have a beautiful rapport with the whole group. 
They’re all consummate professionally and I am 
very close friends with each individually.”

As the election came and went, the country was 
in a heightened sense of anxiety and anticipation 
because of the outcome. Armed with his musical 
concepts and a killer band, Davis closed one year 
and opened the new one with those he loved close 
to his heart. The political ground was shaky but 
he was surefooted about his immediate future, 
both personally and professionally.

He wrote the song “Abena’s Gaze” for his fiancé.

“Abena’s a bad ass,” he quipped. “I always have 
to be on my ‘A’ brain with Abena. And, believe 
me, she has quite a gaze.”

She is an educator and actress who teaches 
ethics at one of New York’s top private high school 
and had a role in the Tony-winning musical Fela! 
Abena had a big hand in keeping the trombonist’s 

holiday season a merry one. He had no idea how 
much he would need her strong shoulder as the 
new president’s inauguration and the dates at 
Smoke approached.

Ten days before the gigs at Smoke, Peter Davis, 
his only sibling, died of a sudden aortic aneurysm. 
Separated by four years, he adored his younger 
brother. They’re cut from the very same cloth. 
Solid professionals, raised by two generations 
of serious music lovers on both their maternal 
and paternal sides. The sons being a splendid 
reflection of hard-working, committed parents 
just past their golden anniversary who went after 
life with deep compassion and a lot of fun.

“Thank God I got to go home and grieve with my 
folks up in Binghamton,” he said of the upstate 
New York town he was raised in. “I needed those 
four days to go through the process of the initial 
devastation.”

With only a few days until rehearsals both the 
record company and his mates understood if he 
decided to cancel. But Davis had more resolve to 
finish the project because he knew his brother’s 
voice would haunt him.

“He was a hip, great, beautiful guy and he loved 
the music.” he said of his brother with a growing 
laugh. “He was very, very funny and very self-
effacing. It was never about him. I could actually 
hear my brother’s voice.

‘Stephen, for Christ sake!’” he mimicked, morphing 
into his brother’s voice. “’Don’t go fuck up your 
career just because I died. I’m fine. Just go do 
your gigs.’ That’s him. That’s the kind of joke he 
would make.”
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 1 Warrior (Tony Williams) 6:22

 2 Abena’s Gaze (Steve Davis) 5:43

 3 A Little Understanding (Steve Davis) 5:17

 4 Atmosphere (Steve Davis) 5:09

 5 Mountaintop (Steve Davis) 6:54

 6 Polka Dots and Moonbeams (Jimmy Van Heusen / Johnny Burke) 5:56

 7 Loved Walked In (George Gershwin / Ira Gershwin) 5:52

 8 Think Ahead (Steve Davis) 7:20

 9 Little B’s Poem (Bobby Hutcherson) 5:05

 10 Evening Shades of Blue (Steve Davis) 7:18

 11 Farewell, Brother (Steve Davis) 7:18
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Davis shared some of Peter’s jokes and his per-
sonality with the audiences over the three days. 
With the political situation he had jokes of his own 
too. One in particular was told as he introduced 
the song “Mountaintop.”

“Little did we know that we’d be playing days before 
the inauguration after eight years of Obama,” he 
remembered of the weekend. “Ladies and Gentle-
men, I said, we’ve got a big day coming up next 
week. Naturally people groaned. Oh, no, I’m not 
talking about the orange head dude. I’m talking 
about Dr. King.”

Davis wasn’t laughing back in November when 
the only date that worked for everyone involved 
in the project was MLK Day. More than a couple 
of his colleagues assured him that Dr. King would 
approve of their activities. With that early hurdle 
crossed, the composer within the trombonist had 
weeks to think about and write “Mountaintop” 
inspired by the speech the Nobel Prize winner 
gave the night before he died.

He had a lot less time, just four days to write one 
for his recently departed brother. After the audi-
ences gasped with the tragic news, Davis calmed 
them by saying “death was a part of life.” He went 
on to explain that his brother was a much beloved 
and dedicated child social worker with a wicked 
sense of humor who never left Binghamton.

“I couldn’t have done it without paying tribute to 
him as hard as it was,” he said somberly. “The 
audiences were great. It was surreal to go through 
that but I had so many people talk to me after the 
sets. It was very healing. It was cathartic.

“I told them about the many trips he made walking 

up to a house and there’d be other people on the 
porch next door and he’d always hear this whisper 
from people, ‘Oh, it’s the welfare.’ Then, he’d do air 
quotes, ‘yes, Stephen, they call me ‘the welfare.’’ 
He had to find laughter in the situation and that 
was him. So, when I was thinking about the song, 
I couldn’t call it “The Welfare Brother.” So, I flipped 
it around and called it “Farewell, Brother.” 

“People would laugh and that was the best way 
to honor him”

One other song title had a different meaning when 
he wrote it in the fall of 2016. By January of 2017, 
life was different and the funky little number “A 
Little Understanding” had a much deeper reso-
nance musically and literally. 

“The title came not necessarily because of the 
recent political climate,” Davis concluded. “I 
thought “A Little Understanding” is always what 
we need as human beings. But, since the record-
ing and the way things have gone, I should’ve 
called it “A Lot of Understanding.” But, I’ll take a 
little. We’ll start with that.”

MARK RUFFIN 
Program Director/Real Jazz Sirius XM
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The end of 2016 and the beginning of 2017 was a 
pretty heady and heavy time for both our country 
and for trombonist Steve Davis. To also say it 
was a heartfelt time for him and us would be an 
understatement. He not only gained a president 
he disliked but also lost a much beloved family 
member. No one is sure how we as a nation are 
handling things, but an outlet for the up and down 
emotions of the period for Davis is the release of 
his 17th album Think Ahead.

“Thinking ahead is always a good thing to do in life,” 
Davis said in relating the origin of the title track. 

“Like life, this tune is a little complicated so the 
musicians needed to think ahead.”

As far as the country goes, while he was prepar-
ing the music for Think Ahead and gathering his 
sextet to present this music, we were winding 
down quite a compelling election campaign. A 
political message was hardly on the trombonist’s 
mind, however in retrospect he realized the title 
was quite prescient.

“Dreaming for a positive future is more than apropos 
considering the current climate that we’re in,” he 
remarked. “Whether societally or politically, I rather 
think ahead but one must be in the present always.”

Davis was indeed thinking ahead as November of 
last year dawned. The man was quite busy writing 
music and coordinating the schedules of the high 
caliber, first-call musicians he wanted for this, his 
second release for the Smoke Sessions label. The 
itinerary included not only the recording itself but 
three nights beforehand performing at Smoke, the 
Uptown New York jazz house that doubles as home 
for the record company.

Of more immediate concern was his high-profile 
gig celebrating Chick Corea’s 75th birthday at the 
Blue Note club in New York. During the first week of 
the November, Davis was a part of his Leprechaun 
Band that also featured Corea’s legendary friends; 
drummer Steve Gadd and bassist Eddie Gomez, 
along with reed man Steve Wilson. It’s no surprise 
that Wilson shows up on Think Ahead as the two 
Steves are old friends, a bond that was cemented 
when they were together in Corea’s very popular 

’90s group, Origin.

“I fell in love with his melodicism,” Corea com-
mented on Origin’s trombonist after the Blue Note 
gigs. “Steve always comes to the front with some 
thoughtful, lyrical, beautiful playing. He comple-
ments the other players. He doesn’t go for fast 
multi-noted playing. He’ll find a space in the music 
and put some swing into it.

“He is always just what’s needed,” Corea continued. 
“That’s what I love about Steve.”

“He produced Avashai Cohen’s records and I 
was in the band, “Davis remembered about the 
master keyboardist. “Chick comes to me and says 

‘I haven’t really heard a trombone player quite like 
you and I’m writing some parts for you. Can I get 
you on the road with this Origin group?’ I was like….
Yeah, of course, twist my arm.

“We did Origin for three years in the late 90’s and 
early 2000s. We went all over the place. I feel like 
we went everywhere in the world twice. Just an 
unbelievable experience.”

Fresh off the Blue Note gigs came, Davis used 
the legendary musician as inspiration. The track 

BOBBY WATSON
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range of incisive material. The leadoff title track, 
a Cahn/Van Heusen number from the 1958 film 
Some Came Running (starring Sinatra, Dean 
Martin, Shirley MacLaine), becomes “a medium 
uptempo samba-slash-bossa nova” in Mabern’s 
words. Guest percussionist Cyro Baptista locks in 
the groove and adds textural mystique. “I always 
reflect on what Albert Einstein once said, that 
imagination is more important than knowledge. 
Knowledge is limited, imagination circles the 
world. I think of one man in particular, Mr. Ahmad 
Jamal, because he uses his imagination to rear-
range for example ‘Poinciana,’ which has been 
a hit for the last 60 years.”

“If There Is Someone Lovelier Than You,” by Dietz/
Schwartz, is known to Coltrane enthusiasts from 
the 1958 Prestige session Settin’ the Pace with 
Red Garland, Paul Chambers and Art Taylor. 
Mabern recorded it as a sideman on Alexander’s 
1998 release Heavy Hitters, and here it returns 
with those roles reversed. “The Gigolo,” from 
Lee Morgan’s 1965 recording of the same name 
(unreleased until 1968), gets a similarly faithful 
treatment and harks back to Mabern’s superb 
playing on the original.

“I wish I had enough adjectives to describe how 
Lee Morgan treated me — better than a brother,” 
Mabern recalls. “He never believed in cliques. I 
met him in ’56 when he was with Dizzy Gillespie’s 
big band in Chicago and he was very receptive to 
me then. I remember when we were doing Dippin’, 
Hank Mobley’s album, and Lee was like a little 
kid. He was like, ‘Ooh, Alfred, listen to Mabern 
comp! I want Mabern on my next date!’ The date 

he was talking about was The Gigolo, one of my 
favorites because it’s my only time recording with 
Wayne Shorter.” It was Hendrix, Mabern notes, 
who wrote out the tenor counter-line — one of the 
nicest compositional features in the tune — for 
Alexander to play.

McCoy Tyner used to take “Inner Glimpse” at 
tempos that ranged from reasonably bright to 
rocket-ship fast. Mabern puts it somewhere in 
between here and features the band at an incen-
diary level. The historical connection is strong: 
Tyner was the first pianist in the Art Farmer-Benny 
Golson Jazztet, followed by Cedar Walton and 
then Mabern. Tyner and Mabern also used to 
share bills at Birdland: Tyner with Coltrane’s 
quartet, Mabern with vocalists ranging from 
Betty Carter to Johnny Hartman to Etta Jones. 

“McCoy is a true innovative piano genius,” Mabern 
declares, “and ‘Inner Glimpse’ is a beautiful piece 
of music. There’s not a lot of chords but it makes 
so much sense, so I’ve been feeling comfortable 
playing it.”

There’s obviously a Miles Davis association with 
“My Funny Valentine,” but it’s also simply one of 
Mabern’s favorite ballads, by his favorite com-
poser Richard Rodgers. “So What” is the more 
direct homage to Miles, an effective feature for 
Reeves on a tune that Mabern used to play live 
with the Prince of Darkness himself. Alexander’s 

“The Iron Man,” a swinging blues with a bridge, 
takes its title from one of Mabern’s nicknames. 
And “Dat Dere” has served Mabern as a solo piano 
feature for years, as far back as his 1984 album 
Joy Spring. “Bobby Timmons was very bluesy in 
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ERIC ALEXANDER tenor saxophone   NAT REEVES bass   JIMMY COBB drums

FREDDIE HENDRIX trumpet   CYRO BAPTISTA percussions

℗ © 2017 SMOKE SESSIONS RECORDS 2751 BROADWAY, NEW YORK, NEW YORK 10025 
WARNING ALL RIGHTS RESERVED. UNAUTHORIZED DUPLICATION IS A VIOLATION OF 
APPLICABLE LAWS. PRINTED IN THE USA. WWW.SMOKESESSIONSRECORDS.COM

H
arold M

abern
SSR-1706

H
arold M

abern
SSR-1706

To Love and Be Loved

Inner G
lim

pse

Inner G
lim

pse

Harold Mabern

To Love and Be Loved

In my years teaching jazz history in New York, I’d 
always require my undergraduates to go hear live 
jazz in the city and write about their experience. 
One of the better students, not a music major or 
even really a jazz fan, chose to go hear Harold 
Mabern at Smoke. While sitting at the bar he 
overheard a detailed and animated conversation 
and became absorbed in it. When the musicians 
took to the bandstand, he was surprised to learn 
that it was Mabern himself who’d been next to 
him all along. This intensified his focus on the 
music, on the message being conveyed by this 
authoritative pianist, a man who encapsulates so 
much of the history of modern jazz. The student 
wrote the following in response: “Mabern is a 
walking philosophy in an organic body, and his 
existence forces you to examine your own. Am I 
living with that passion? Am I doing what I love 
and putting all my life into it? How could it be that 
a man of that age can produce such a powerful 
atmosphere of youth?”

How could it be indeed. At 81, Mabern is energized 
and devoted to passing the torch, connecting a 
new generation of musicians to the legacies of 
the masters. On To Love and Be Loved, his third 
outing on the Smoke Sessions label, the Memphis 
native and New Yorker since 1959 heads a lineup 
with two of his former students at William Paterson 
University: tenor saxophonist Eric Alexander and 
(on three tracks) trumpeter Freddie Hendrix. On 
drums is the great Jimmy Cobb, age 88, whose 

celebrated tenure with Miles Davis overlapped 
with Mabern’s briefer but notable one in 1963. 
(Mabern, George Coleman and Ron Carter com-
pleted the lineup on Davis’s West Coast tour, 
including a stint at the famed Blackhawk.)

“No offense to anyone but Eric is the best student 
I’ve had in 36 years” Mabern remarks of his fre-
quent collaborator. “We planned to record as a 
quartet but Freddie came and sat in the weekend 
before at Smoke and we wanted him on the re-
cording also. He did me proud. When I taught 
Freddie, he graded himself. You know what the 
students’ capabilities are after the first day, really 
after the first solo. And when I heard Freddie play 
I said, ‘Ok.’ Eric and him have great tone quality, 
technique and facility because they’ve listened 
to the people that came before them.”

Of bassist Nat Reeves, Mabern offers: “I’ve been 
playing a lot with Nat for the last 10-12 years, in 
the States, in Japan. We’ve got quite a rapport. 
It’s wonderful because Jimmy Cobb can play 
with any bass player and Nat can play with any 
drummer — especially Nat because he has such 
a beautiful, solid beat. So they both hooked up 
because they believe in swingin’. As opposed to 
laying back, they play right on the beat. It was a 
perfect combination.”

While Right on Time showcased Mabern in a 
forceful trio setting and Afro Blue tapped into his 
rich history of accompanying singers, To Love 
and Be Loved locates its inspiration in repertoire, 
touching on key associations in Mabern’s career 
and highlighting his interpretive brilliance on a 

1. To Love and Be Loved (an Heusen / Cahn) 5:25

2. If There Is Anyone Lovlier than You (Schwartz / Dietz) 5:19

3. The Gigolo (Lee Morgan) x:xx

4. Inner Glimpse (McCoy Tyner) x:xx

5. My Funny Valentine (Rodgers / Hart) x:xx

5. So What (Miles Davis) x:xx

7. The Iron Man (Harold Mabern) 9:10

8. I Get a Kick Out of You (Cole Porter) x:xx

9. Dat Dere (Bobby Timmons) 5:26

10. Hittin’ the Jug (Gene Ammons) 6:17

the way he played and composed, plus he could 
play stride and all that stuff, so he’s really been 
one of my main influences.”

In his rendering of Cole Porter’s “I Get a Kick 
Out of You,” Mabern shakes up the form, start-
ing with the verse, going straight to the bridge 
and then finally the “I get a kick” A section — a 
roadmap to challenge even the best soloist. “A 
prime example of Einstein’s take on imagination,” 
Mabern quips. There’s something simpler but 
equally deep going on in “Hittin’ the Jug,” Gene 
Ammons’ classic slow blues: it’s originally in 
B-flat but Mabern and the band take it down to 
G, on Alexander’s suggestion. “I said that’s no 
problem,” Mabern comments, “because on the 
piano, unless you’re somebody like Richard Tee 
who can play A and E and all that, G is the blues 
key. After hours, key of G.”

It’s worth noting that the variety of tunes on To 
Love and Be Loved reflects Mabern’s versatility, 
a quality that’s proved indispensable through 
the decades. “As a pianist you’ve got to learn 
how to play like everybody,” he says. “A singer 
might say, ‘Can you give me a little bit of Erroll 
Garner?’ You don’t have the luxury of saying, ‘That 
ain’t my style, baby!’ You better learn the style. It 
used to be you had to play blues joints, you had 
to play cha cha chas, you had to play with a big 
band. When I played with Joe Newman and Budd 
Johnson and Papa Jo Jones, I didn’t play the way 
I would play behind a George Coleman or Sonny 
Rollins. I knew how to play basic Great American 
Songbook, ‘Blue Lou’ and all of that. The older 
guys knew all the tunes — tunes that you couldn’t 

jive, if you played the wrong melody they’d say, 
‘C’mon, young talent, that’s not it!’ So doing all of 
that prepared me. Even though, believe it or not, 
57 years later, I’m still trying to prepare myself, 
because every day you go out, every bandstand 
you get on, you can learn something if you keep 
your ears open.”

David R. Adler

New York, June 2017
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the way he played and composed, plus he could 
play stride and all that stuff, so he’s really been 
one of my main influences.”

In his rendering of Cole Porter’s “I Get a Kick 
Out of You,” Mabern shakes up the form, start-
ing with the verse, going straight to the bridge 
and then finally the “I get a kick” A section — a 
roadmap to challenge even the best soloist. “A 
prime example of Einstein’s take on imagination,” 
Mabern quips. There’s something simpler but 
equally deep going on in “Hittin’ the Jug,” Gene 
Ammons’ classic slow blues: it’s originally in 
B-flat but Mabern and the band take it down to 
G, on Alexander’s suggestion. “I said that’s no 
problem,” Mabern comments, “because on the 
piano, unless you’re somebody like Richard Tee 
who can play A and E and all that, G is the blues 
key. After hours, key of G.”

It’s worth noting that the variety of tunes on To 
Love and Be Loved reflects Mabern’s versatility, 
a quality that’s proved indispensable through 
the decades. “As a pianist you’ve got to learn 
how to play like everybody,” he says. “A singer 
might say, ‘Can you give me a little bit of Erroll 
Garner?’ You don’t have the luxury of saying, ‘That 
ain’t my style, baby!’ You better learn the style. It 
used to be you had to play blues joints, you had 
to play cha cha chas, you had to play with a big 
band. When I played with Joe Newman and Budd 
Johnson and Papa Jo Jones, I didn’t play the way 
I would play behind a George Coleman or Sonny 
Rollins. I knew how to play basic Great American 
Songbook, ‘Blue Lou’ and all of that. The older 
guys knew all the tunes — tunes that you couldn’t 

jive, if you played the wrong melody they’d say, 
‘C’mon, young talent, that’s not it!’ So doing all of 
that prepared me. Even though, believe it or not, 
57 years later, I’m still trying to prepare myself, 
because every day you go out, every bandstand 
you get on, you can learn something if you keep 
your ears open.”

David R. Adler

New York, June 2017

range of incisive material. The leadoff title track, 
a Cahn/Van Heusen number from the 1958 film 
Some Came Running (starring Sinatra, Dean 
Martin, Shirley MacLaine), becomes “a medium 
uptempo samba-slash-bossa nova” in Mabern’s 
words. Guest percussionist Cyro Baptista locks in 
the groove and adds textural mystique. “I always 
reflect on what Albert Einstein once said, that 
imagination is more important than knowledge. 
Knowledge is limited, imagination circles the 
world. I think of one man in particular, Mr. Ahmad 
Jamal, because he uses his imagination to rear-
range for example ‘Poinciana,’ which has been 
a hit for the last 60 years.”

“If There Is Someone Lovelier Than You,” by Dietz/
Schwartz, is known to Coltrane enthusiasts from 
the 1958 Prestige session Settin’ the Pace with 
Red Garland, Paul Chambers and Art Taylor. 
Mabern recorded it as a sideman on Alexander’s 
1998 release Heavy Hitters, and here it returns 
with those roles reversed. “The Gigolo,” from 
Lee Morgan’s 1965 recording of the same name 
(unreleased until 1968), gets a similarly faithful 
treatment and harks back to Mabern’s superb 
playing on the original.

“I wish I had enough adjectives to describe how 
Lee Morgan treated me — better than a brother,” 
Mabern recalls. “He never believed in cliques. I 
met him in ’56 when he was with Dizzy Gillespie’s 
big band in Chicago and he was very receptive to 
me then. I remember when we were doing Dippin’, 
Hank Mobley’s album, and Lee was like a little 
kid. He was like, ‘Ooh, Alfred, listen to Mabern 
comp! I want Mabern on my next date!’ The date 

he was talking about was The Gigolo, one of my 
favorites because it’s my only time recording with 
Wayne Shorter.” It was Hendrix, Mabern notes, 
who wrote out the tenor counter-line — one of the 
nicest compositional features in the tune — for 
Alexander to play.

McCoy Tyner used to take “Inner Glimpse” at 
tempos that ranged from reasonably bright to 
rocket-ship fast. Mabern puts it somewhere in 
between here and features the band at an incen-
diary level. The historical connection is strong: 
Tyner was the first pianist in the Art Farmer-Benny 
Golson Jazztet, followed by Cedar Walton and 
then Mabern. Tyner and Mabern also used to 
share bills at Birdland: Tyner with Coltrane’s 
quartet, Mabern with vocalists ranging from 
Betty Carter to Johnny Hartman to Etta Jones. 

“McCoy is a true innovative piano genius,” Mabern 
declares, “and ‘Inner Glimpse’ is a beautiful piece 
of music. There’s not a lot of chords but it makes 
so much sense, so I’ve been feeling comfortable 
playing it.”

There’s obviously a Miles Davis association with 
“My Funny Valentine,” but it’s also simply one of 
Mabern’s favorite ballads, by his favorite com-
poser Richard Rodgers. “So What” is the more 
direct homage to Miles, an effective feature for 
Reeves on a tune that Mabern used to play live 
with the Prince of Darkness himself. Alexander’s 

“The Iron Man,” a swinging blues with a bridge, 
takes its title from one of Mabern’s nicknames. 
And “Dat Dere” has served Mabern as a solo piano 
feature for years, as far back as his 1984 album 
Joy Spring. “Bobby Timmons was very bluesy in 

JOHNNY O’NEAL

JOHNNY O’NEAL piano (except track 13) & vocals (tracks 2, 6, 7, 13 & 15)
BEN RUBENS bass   ITAY MORCHI drums

ROY HARGROVE trumpet (tracks 1, 2, 6, 12 & 13)

GRANT STEWART tenor saxophone (tracks 1, 6, 7 & 12)

℗ © 2017 SMOKE SESSIONS RECORDS 2751 BROADWAY, NEW YORK, NEW YORK 10025 
WARNING ALL RIGHTS RESERVED. UNAUTHORIZED DUPLICATION IS A VIOLATION OF 
APPLICABLE LAWS. PRINTED IN THE USA. WWW.SMOKESESSIONSRECORDS.COM

Johnny O
’N

eal
SSR-1707

Johnny O
’N

eal
SSR-1707

In the Moment

In the M
om

ent

In the M
om

ent

Harold Mabern

To Love and Be Loved

In my years teaching jazz history in New York, I’d 
always require my undergraduates to go hear live 
jazz in the city and write about their experience. 
One of the better students, not a music major or 
even really a jazz fan, chose to go hear Harold 
Mabern at Smoke. While sitting at the bar he 
overheard a detailed and animated conversation 
and became absorbed in it. When the musicians 
took to the bandstand, he was surprised to learn 
that it was Mabern himself who’d been next to 
him all along. This intensified his focus on the 
music, on the message being conveyed by this 
authoritative pianist, a man who encapsulates so 
much of the history of modern jazz. The student 
wrote the following in response: “Mabern is a 
walking philosophy in an organic body, and his 
existence forces you to examine your own. Am I 
living with that passion? Am I doing what I love 
and putting all my life into it? How could it be that 
a man of that age can produce such a powerful 
atmosphere of youth?”

How could it be indeed. At 81, Mabern is energized 
and devoted to passing the torch, connecting a 
new generation of musicians to the legacies of 
the masters. On To Love and Be Loved, his third 
outing on the Smoke Sessions label, the Memphis 
native and New Yorker since 1959 heads a lineup 
with two of his former students at William Paterson 
University: tenor saxophonist Eric Alexander and 
(on three tracks) trumpeter Freddie Hendrix. On 
drums is the great Jimmy Cobb, age 88, whose 

celebrated tenure with Miles Davis overlapped 
with Mabern’s briefer but notable one in 1963. 
(Mabern, George Coleman and Ron Carter com-
pleted the lineup on Davis’s West Coast tour, 
including a stint at the famed Blackhawk.)

“No offense to anyone but Eric is the best student 
I’ve had in 36 years” Mabern remarks of his fre-
quent collaborator. “We planned to record as a 
quartet but Freddie came and sat in the weekend 
before at Smoke and we wanted him on the re-
cording also. He did me proud. When I taught 
Freddie, he graded himself. You know what the 
students’ capabilities are after the first day, really 
after the first solo. And when I heard Freddie play 
I said, ‘Ok.’ Eric and him have great tone quality, 
technique and facility because they’ve listened 
to the people that came before them.”

Of bassist Nat Reeves, Mabern offers: “I’ve been 
playing a lot with Nat for the last 10-12 years, in 
the States, in Japan. We’ve got quite a rapport. 
It’s wonderful because Jimmy Cobb can play 
with any bass player and Nat can play with any 
drummer — especially Nat because he has such 
a beautiful, solid beat. So they both hooked up 
because they believe in swingin’. As opposed to 
laying back, they play right on the beat. It was a 
perfect combination.”

While Right on Time showcased Mabern in a 
forceful trio setting and Afro Blue tapped into his 
rich history of accompanying singers, To Love 
and Be Loved locates its inspiration in repertoire, 
touching on key associations in Mabern’s career 
and highlighting his interpretive brilliance on a 

Ab id molo omnihil et as dolor autem. Itatiusdae rerum 
accupta estest, nam ipsam qui cum essedipsunt reicilibus 
molorem quam dis dest quatem dolorum fuga. Nemodiae 
repedi ut perest est volestempore vid eaquia quo 
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1. Sweet Monk 4:10 
 Johnny O’Neal

2. Guilty* 5:15
Richard Whiting & Harry Akst / Gus Kahn

3. Churchill Grounds x:xx
 Johnny O’Neal

4. Saving All My Love for You x:xx
Michael Masser / Gerry Goffin

5. After the Love is Gone x:xx
David Foster, Jay Graydon, and Bill Champlin

6. She Doesn’t Know (I Love Her)* 5:35
Jack Segal / Marvin Fisher

7. A Slow Hot Wind* 5:30
Henry Mancini / Normal Gimbel

8. Please Be Kind 3:58
Saul Chaplin / Sammy Cahn

9. The Folks Who Live on the Hill 4:20
Jerome Kern / Oscar Hammerstein II

10. CGLS 3:35
Johnny O’Neal

11. People Make the World Go ’Round 5:25
Thom Bell & Linda Creed

12. Sunday in New York 6:25
Carroll Coates & Peter Nero

13. Trav’lin’ Light* 3:12
Trummy Young & Jimmy Mundy / Johnny Mercer

14. Just a Dream (On My Mind)  3:43
Big Bill Broonzy

15. Being in Love with You* x:xx
Johnny O’Neal

16. Tropical Breeze 4:53
Johnny O’Neal

BEN RUBENS ITAY MORCHIROY HARGROVE GRANT STEWART
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Beloved of the Sky

There’s a painting by Emily Carr that evokes 
much of what I admire most about Renee 
Rosnes, and it’s not the painting Rosnes 
had in mind when she named this album. 
She selected the title in homage to one of 
Carr’s best-known works, an expressionis-
tic landscape that Carr called Scorned as 
Timber, Beloved of the Sky. Painted in 1935, 
when Carr was 65 and at the peak of her 
creative powers, the titular canvas depicts a 
hilly swath of largely barren land in western 
Canada, an area ravaged by merciless lum-
bering. We see rows of rotting tree stumps, 
which Carr conceived of as tombstones, 
elegies to the forests slaughtered for timber. 
In the center of the canvas, surrounded by the 
stumps, is a stalwart surviving tree—reed-thin 
and branchless but standing tall, impossibly 
tall. At the tip of the trunk, piercing the clouds, 
the tree is in full bloom. It towers above the 
despoiled landscape in mournful defiance of 
human cruelty, a testament to the resilience 
of nature and the hope it can instill in those 
attuned to it.

Renee Rosnes is, as Carr was, a native of 
the Canadian northwest, and she shares 
Carr’s deep connection to the natural majesty 
of the area. “Carr’s canvases of Canadian 
coastal landscapes and deep woods are 
familiar territory, and evoke a strong emo-
tional response in me,” Rosnes says. “She 
was an environmentalist ahead of her time, 

and created several paintings that dealt with 
her concern for the environment, and specifi-
cally the clear-cutting of forests.”

Carr painted another canvas in 1912, after 
she returned to Canada from a visit to Paris, 
where she had studied at the Academie 
Colarossi and discovered the Fauvists and 
Impressionists. Titled Gitwangak, the origi-
nal name for a part of British Columbia that 
English settlers renamed the Queen Charlotte 
Islands, the work captures a scene in a small 
village of First Nation longhouses along a 
riverbank. We see three people in the fore-
ground: one dressed in red, wearing what 
appears to be a white headdress; and two 
others, one adult and a child. Nine tall totem 
poles, carved with renderings of emotive 
faces, loom amidst the structures. In the 
water, in the distance, a steam ship floats 
by. The sky sparkles with painterly dabs of 
vermillion, silver, white, and gold.

With Gitwangak, Emily Carr brings to mind, 
for me, all that Renee Rosnes achieves as a 
composer and pianist. It honors a long and 
rich tradition: in Carr’s case, the way of life of 
the original people of the Pacific Northwest; 
for Rosnes, the deep and complex legacy of 
jazz music. At the same time, both the paint-
ing and Rosnes’ music are keenly steeping 
in their own time and utterly contemporary 
in feeling—in some ways, in fact, radically 

so. The visual style of Gitwangak is boldly 
post-Impressionistic, with color effects and 
textures suggestive of Van Gogh. As Rosnes 
makes clear with the first piece on this album, 

“Elephant Dust,” her work is fearlessly daring 
and original. Rosnes, in all her music culmi-
nating in Beloved of the Sky, has proven to be 
a composer and musician of the rarest kind, a 
master of a tradition that she carries forward 
toward the future through the force of her 
authority, her passion, and her individuality.

The varied selections in Beloved of the Sky 
showcase the many dimensions in Renee 
Rosnes’ musical sensibility. “Elephant Dust” 
opens the album with an explosive statement, 
preparing the listener to expect nothing less 
than the unexpected. The title comes from a 
comment her mother made after she patted 
an elephant at the circus and developed a 
strong allergic reaction. Ever since, she has 
described herself as allergic to “elephant 
dust.” The track, fittingly, is one formulated 
to trigger a reaction.

“Scorned as Timber, Beloved of the Sky” is the 
thematic heart of the album, a study in both 
the horror of mankind’s insensitivity to nature 
and nature’s resilience and resourcefulness.

“Mirror Image” is a new take on a composition 
commissioned for the SFJAZZ Collective, in 
which Rosnes was a charter member. Com-

posed as a feature for the late vibraphonist 
Bobby Hutcherson, a member of the Collec-
tive, the piece features Steve Nelson here. It 
builds steadily, not unlike a series of reflec-
tions of reflections of reflections.

“Rosie” is a composition by Hutcherson, with 
whom Rosnes played for more than 20 years, 
in honor of his wife Rosemary, who died in 
August, 2017. “On the same day Rosemary 
passed away—and before I was aware of 
it, I came across Bobby’s handwritten chart 
of ‘Rosie’ and sat down to play it,” recalls 
Rosnes. “You can hear the love he felt for her 
in the sweetness of the melody, especially 
in the pauses.” 

“Black Holes” is vintage Rosnes, a soaring 
piece inspired by the incomprehensible 
power of unseen phenomena in the cosmos. 
The interplay between Rosnes and saxophon-
ist Chris Potter on this track is a marvel.

“The Flame and the Lotus,” a composition of 
spare lyricism, reminds us of Renee’s great 
sensitivity and sly intelligence. As she explains, 

“It is a meditation warmed by the blues.” 

“Rhythm of the River” finds Rosnes ruminat-
ing, in tempo, on another aspect of one of 
her favorite themes, the natural world. The 
music ripples and flows like water currents—
and life itself.

“The Winter of My Discontent” is among the 
lesser-known ballads composed by Alec 
Wilder, with words by Ben Ross Berenberg. 
Rosnes first heard it, as a teenager, on the 
LP Helen Merrill Together with Dick Katz: The 
Feeling Is Mutual. Recording this album in 
2017, she found the lyrics unsettlingly topical:

The world is full of dissonance,
The scheme of things is wrong,
The air resounds with the resonance
Of a harsh and spiteful song.

Rosnes, Chris Potter, and the rhythm section 
bring out the profound unease in the song 
with no one singing a word.

“Let the Wild Rumpus Start” gets it name 
from a line in the classic Maurice Sendak 
book, Where the Wild Things Are. Rosnes 
channels the character Max with an entreaty 
to close out the album roaring. In all the 
music on this album—and the rest of Rosnes’ 
sizable output as a composer, bandleader, 
and pianist—the most important quality is, in 
my mind, an ineffable one. There’s a strain of 
an essence that I can only think of as spiritus 
or inspiration. Like the villagers in Emily Carr’s 
painting “Gitwangak,” carrying on their day 
under the gaze of the faces carved onto the 
totem poles, one experiences Renee Rosnes’ 

music in the presence of something mysteri-
ous. Drawing on the symbol of the totem pole, 
Emily Carr used the sight of a solitary tree 
embraced by the heavens—“beloved of the 
sky”—as an image of transcendence in the 
canvas that inspired Renee Rosnes in the 
making of this album. The music is no less 
inspired and inspiring to hear.

DAVID HAJDU
David Hajdu is the music critic for 

The Nation and a professor at the Columbia 
University Graduate School of Journalism
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All titles composed by Renee Rosnes except “Rosie” by Bobby Hutcherson 
and “The Winter of My Discontent” by Alec Wilder and Ben Ross Berenberg

“Rosie” is dedicated to the memory of Rosemary and Bobby Hutcherson

There’s a torn and splintered ridge across the stumps 
I call the “screamers.” These are the unsawn last bits, 
the cry of the tree’s heart, wrenching and tearing apart 
just before she gives that sway and the dreadful groan 
of falling, that dreadful pause while her executioners 
step back with their saws and axes resting and watch. 
It’s a horrible sight to see a tree felled, even now, 
though the stumps are grey and rotting. As you
pass among them you see their screamers
sticking up out of their own tombstones,
as it were. They are their own tombstones
and their own mourners.

Emily Carr
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There’s a painting by Emily Carr that evokes 
much of what I admire most about Renee 
Rosnes, and it’s not the painting Rosnes 
had in mind when she named this album. 
She selected the title in homage to one of 
Carr’s best-known works, an expressionis-
tic landscape that Carr called Scorned as 
Timber, Beloved of the Sky. Painted in 1935, 
when Carr was 65 and at the peak of her 
creative powers, the titular canvas depicts a 
hilly swath of largely barren land in western 
Canada, an area ravaged by merciless lum-
bering. We see rows of rotting tree stumps, 
which Carr conceived of as tombstones, 
elegies to the forests slaughtered for timber. 
In the center of the canvas, surrounded by the 
stumps, is a stalwart surviving tree—reed-thin 
and branchless but standing tall, impossibly 
tall. At the tip of the trunk, piercing the clouds, 
the tree is in full bloom. It towers above the 
despoiled landscape in mournful defi ance of 
human cruelty, a testament to the resilience 
of nature and the hope it can instill in those 
attuned to it.

Renee Rosnes is, as Carr was, a native of 
the Canadian northwest, and she shares 
Carr’s deep connection to the natural majesty 
of the area. “Carr’s canvases of Canadian 
coastal landscapes and deep woods are 
familiar territory, and evoke a strong emo-
tional response in me,” Rosnes says. “She 
was an environmentalist ahead of her time, 

and created several paintings that dealt with 
her concern for the environment, and specifi -
cally the clear-cutting of forests.”

Carr painted another canvas in 1912, after 
she returned to Canada from a visit to Paris, 
where she had studied at the Academie 
Colarossi and discovered the Fauvists and 
Impressionists. Titled “Gitwangak,” the origi-
nal name for a part of British Columbia that 
English settlers renamed the Queen Charlotte 
Islands, the work captures a scene in a small 
village of First Nation longhouses along a 
riverbank. We see three people in the fore-
ground: one dressed in red, wearing what 
appears to be a white headdress; and two 
others, one adult and a child. Nine tall totem 
poles, carved with renderings of emotive 
faces, loom amidst the structures. In the 
water, in the distance, a steam ship fl oats 
by. The sky sparkles with painterly dabs of 
vermillion, silver, white, and gold.

With “Gitwangak,” Emily Carr brings to mind, 
for me, all that Renee Rosnes achieves as a 
composer and pianist. It honors a long and 
rich tradition: in Carr’s case, the way of life of 
the original people of the Pacifi c Northwest; 
for Rosnes, the deep and complex legacy of 
jazz music. At the same time, both the paint-
ing and Rosnes’ music are keenly steeping 
in their own time and utterly contemporary 
in feeling—in some ways, in fact, radically 

so. The visual style of “Gitwangak” is boldly 
post-Impressionistic, with color eff ects and 
textures suggestive of Van Gogh. As Rosnes 
makes clear with the fi rst piece on this album, 

“Elephant Dust,” her work is fearlessly daring 
and original. Rosnes, in all her music culmi-
nating in Beloved of the Sky, has proven to be 
a composer and musician of the rarest kind, a 
master of a tradition that she carries forward 
toward the future through the force of her 
authority, her passion, and her individuality.

The varied selections in Beloved of the Sky 
showcase the many dimensions in Renee 
Rosnes’ musical sensibility. “Elephant Dust” 
opens the album with an explosive statement, 
preparing the listener to expect nothing less 
than the unexpected. The title comes from a 
comment her mother made after she patted 
an elephant at the circus and developed a 
strong allergic reaction. Ever since, she has 
described herself as allergic to “elephant 
dust.” The track, fi ttingly, is one formulated 
to trigger a reaction.

“Scorned as Timber, Beloved of the Sky” is the 
thematic heart of the album, a study in both 
the horror of mankind’s insensitivity to nature 
and nature’s resilience and resourcefulness.

“Mirror Image” is a new take on a composition 
commissioned for the SFJAZZ Collective, in 
which Rosnes was a charter member. Com-

posed as a feature for the late vibraphonist 
Bobby Hutcherson, a member of the Collec-
tive, the piece features Steve Nelson here. It 
builds steadily, not unlike a series of refl ec-
tions of refl ections of refl ections.

“Rosie” is a composition by Hutcherson, with 
whom Rosnes played for more than 20 years, 
in honor of his wife Rosemary, who died in 
August, 2017. “On the same day Rosemary 
passed away—and before I was aware of 
it, I came across Bobby’s handwritten chart 
of ‘Rosie’ and sat down to play it,” recalls 
Rosnes. “You can hear the love he felt for her 
in the sweetness of the melody, especially 
in the pauses.” 

“Black Holes” is vintage Rosnes, a soaring 
piece inspired by the incomprehensible 
power of unseen phenomena in the cosmos. 
The interplay between Rosnes and saxophon-
ist Chris Potter on this track is a marvel.

“The Flame and the Lotus,” a composition of 
spare lyricism, reminds us of Renee’s great 
sensitivity and sly intelligence. As she explains, 

“It is a meditation warmed by the blues.” 

“Rhythm of the River” fi nds Rosnes ruminat-
ing, in tempo, on another aspect of one of 
her favorite themes, the natural world. The 
music ripples and fl ows like water currents—
and life itself.

“The Winter of My Discontent” is among the 
lesser-known ballads composed by Alec 
Wilder, with words by Ben Ross Berenberg. 
Rosnes fi rst heard it, as a teenager, on the 
LP Helen Merrill Together with Dick Katz: The 
Feeling Is Mutual. Recording this album in 
2017, she found the lyrics unsettlingly topical:

The world is full of dissonance
The scheme of things is wrong
The air resounds with the resonance
Of a harsh and spiteful song

Rosnes, Chris Potter, and the rhythm section 
bring out the profound unease in the song 
with no one singing a word.

“Let the Wild Rumpus Start” gets it name 
from a line in the classic Maurice Sendak 
book, Where the Wild Things Are. Rosnes 
channels the character Max with an entreaty 
to close out the album roaring. In all the 
music on this album—and the rest of Rosnes’ 
sizable output as a composer, bandleader, 
and pianist—the most important quality is, in 
my mind, an ineff able one. There’s a strain of 
an essence that I can only think of as spiritus 
or inspiration. Like the villagers in Emily Carr’s 
painting “Gitwangak,” carrying on their day 
under the gaze of the faces carved onto the 
totem poles, one experiences Renee Rosnes’ 

music in the presence of something mysteri-
ous. Drawing on the symbol of the totem pole, 
Emily Carr used the sight of a solitary tree 
embraced by the heavens—“beloved of the 
sky”—as an image of transcendence in the 
canvas that inspired Renee Rosnes in the 
making of this album. The music is no less 
inspired and inspiring to hear.

NATE CHINEN
David Hajdu is the music critic for

The Nation and a professor at the Columbia 
University Graduate School of Journalism
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There’s a torn and splintered ridge across the stumps I call the “screamers.” 
These are the unsawn last bits, the cry of the tree’s heart, wrenching 
and tearing apart just before she gives that sway and the 
dreadful groan of falling, that dreadful pause while 
her executioners step back with their saws and axes 
resting and watch. It’s a horrible sight to see a tree 
felled, even now, though the stumps are grey and rotting. 
As you pass among them you see their screamers sticking 
up out of their own tombstones, as it were. They are their own 
tombstones and their own mourners.

– Emily Carr
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Everyone knows that musicians spend many 
hours alone in the practice room. Every musician 
has to master their instrument and the funda-
mentals of music. Every musician has to listen 
and learn the history and the repertoire. Every 
musician works on theory and ear training exer-
cises and so forth. However, there is practice, but 
then there is also application. The application of 
everything that goes on in the practice room is 
essential to making music. Otherwise, what is the 
point of all that time alone? The application is, with 
obvious exceptions, a group experience. It is a 
social experience and jazz music is a particularly 
perfect example of music as social interaction. 
Yes, we have improvised solos, but whoever isn’t 
the soloist of the moment is also improvising their 
accompaniment in a way that is participatory 
rather than passive. It’s a group eff ort. I’ll never 
forget the fi rst time I heard Buster Williams and 
it was a revelation to me. It was on a recording 
of Herbie Hancock’s called “V.S.O.P.” One of the 
three groups featured in this concert is the Herbie 
Hancock Sextet, which is actually the pivotal 
fusion group known as Mwandishi. They were 
playing Herbie’s well-known composition “Toys” 
and the way that Buster and Billy Hart stretched 
the music was a revelation for me. An inspiration 
really to the possibilities of a jazz group that has 
the opportunity to develop a rapport over time and 
that enables music making at a transcendent level. 

How can a group develop this kind of rapport? Well, 
how about playing together on a regular basis? 
Sure, but how often? How about off  and on for 15 
or more years? Sure, why not? This confi guration 
of Buster Williams and Something More has been 

playing together for that long. While this recording 
took one day in the studio, it was truthfully more 
than 15 years in the making. And that doesn’t 
count the vast experiences that Buster, Lenny 
White, Steve Wilson, and yours truly (if I may say 
so) bring to the table. Collectively, there is roughly 
150 years of playing with the highest-level jazz 
musicians that infl uences us; this is what we all 
bring to the table before we get on the bandstand. 
Whether we are playing tunes we’ve played for 
years, or brand new compositions (as most of this 
recording is brand new work) there is an immedi-
ate connection throughout the band. There is a 
refl exive understanding from the fi rst note of any 
tune. Everyone knows their role and knows how to 
get the highest level of art from any composition.

Although we are all from diff erent generations, 
there is still a continuity of experience that gives 
us all common ground. Perhaps that’s a good 
sign for the future of jazz.

I hope that you hear that this band has many 
abilities—the ability to play with maturity, with 
restraint when necessary, but, also with the 
abandon and visceral energy. There are a wide 
variety of tempos, dynamics, moods, and tex-
tures in this music. It is not a sound byte; it’s a 
sound journey. It’s not a snack to grab on the run; 
it’s a nine-course meal, which will take some time 
to eat (as well as digest!). Some bands (espe-
cially in pop-commercial music) try to develop 
a sound by making every song sound the same. 
That’s like having your nine-course meal be nine 
courses of brussels sprouts. This band has a 
lot of diff erent fl avors to off er. Obviously, there 

is continuity our sound because everyone in 
the group has an unmistakable tone as well as 
vocabulary. Buster Williams, Lenny White, and 
Steve Wilson are easily identifi able in whatever 
recorded setting in which they appear. Regard-
less of whether we are swinging hard, playing 
a waltz, a sensitive ballad, or something with a 
Latin tinge, we sound like a band. In this world 
of all-star concerts and groups thrown together 
by promoters, a true band concept is tough to 
maintain. The long-term development of a band 
is becoming a lost art.

***
Buster Williams is a native of Camden, New 
Jersey and began his jazz career while still in 
high school as a sub for his father, who was also 
a bassist. His fi rst touring experience as a high 
school graduate was with Gene Ammons and 
Sonny Stitt! It would be easier to list the jazz 
greats that he hasn’t played with than those he 
has which includes Sarah Vaughn, Nancy Wilson, 
Miles Davis, Betty Carter, Carmen McRae, Art 
Blakey, Freddie Hubbard, Woody Shaw, Cedar 
Walton… He is also known for his contribution to 
pivotal jazz groups, including the Jazz Crusaders, 
Sphere, and, as I mentioned earlier, Mwandishi, 
a ground breaking, genre defying group led by 
Herbie Hancock in the late 60’s and early 70’s, 
which made incredible albums such as “Cross-
ings” and “Sextant.” Williams has also been 
recording steadily as a leader since 1975; his fi rst 
album as a leader, “Pinnacle,” is a formidable 
fusion jazz debut.

***

According to Buster, the fi rst composition on this 
recording was temporarily titled “Don’t Know Yet.” 
(Some of the charts still have that as the title!) He 
was driving through the Austrian Alps and all of 
a sudden, the title came to him: “Where Giants 
Dwell.” This sets a great mood for the album as it 
gives us all of the salient characteristics of Bust-
er’s compositional leanings; it has a memorable 
yet sophisticated melody, logical yet challenging 
harmonies, and surprise twists and turns in the 
form to keep the soloist on their toes. And don’t 
forget the swing! “Song of The Outcasts” was 
written for the gypsies of the world; he has had an 
affi  nity for Spanish fl amenco music for many years, 
and this channels that affi  nity with a brooding slow 
march, but then moves into a passionate dance 
in 13/4. Many of Buster’s compositions have 
distinct tempo changes and diff erent rhythmic 
feels within the form; this can create the feeling 
of a symphonic movement.

“Ariana” begins with an introduction that has an 
almost overture-like quality; then it breaks into a 
very slow lullaby waltz. The melody has a child-
like sensibility, but this is a “grown folks” tempo 
for sure (meaning it’s a challenge to play that 
slow and have the feeling be right). “Triumph” is 
another pensive piece with his signature harmonic 
rainbows, intriguing tempo variation, and fi nally, a 
slow, funky groove with a moody melody. “Briana” 
is a beautiful 3/4 piece, which has a folk-like 
quality to the melody. This performance features 
the impeccable tone of Steve Wilson on soprano 
saxophone. “Audacity,” the title track, has kind 
of split personality built into the structure: an, 
intricate, chaotic start with counterpoint between 

bass and melody, followed by a swinging modal 
groove. It perfectly sums up what this album and 
this band is about.

Buster decided to include originals from Wilson, 
White, and me. Steve Wilson wrote “Sisko,” which 
could be described as a long meter blues; the 
tempo is fast, but the harmony is slow. It kind 
of reminds me of what Miles Davis told Buster 
when he joined Davis’ band. Williams asked Miles, 

“What should I play?” Miles raspily replied, “When 
they play slow, you play fast…when they play 
fast, you play slow…” Lenny White’s “Stumblin’” 
is a concise vehicle which, on this recording, 
shows us not only that Buster and Lenny have 
few peers when it comes to swing, but it also 
shows that there are few saxophonists who play 
with as much musicality as Steve Wilson. My 
composition, “Lost on 4th Avenue,” is a kind of 
melancholy, mysterious, wandering piece. The 
melody uses fragments of the Algerian scale 
to create an exotic mood; I couldn’t have asked 
for a better interpretation than this performance. 
Buster’s solo on the opening vamp sort of hap-
pened organically while we were preparing for 
the date (we had three nights at Smoke, one 
of the great jazz clubs of New York City, where 
Buster Williams and Something More perform on 
a regular basis.). It’s a great way to ease into the 
body of the piece, and the bass soloing against 
the vamp is quintessential Buster Williams.

I think that those of you who already know this 
band will be happy to have this recording as a rep-
resentation of what we do. I hope that those of you 
who are less familiar with the band will become 

new fans. I leave with a quote from Buster; this 
is how he often ends our sets:

“If too much time has passed since you have seen 
us, just shoot a beam…at the moon…and we shall 
appear. We trust we served you well.”

GEORGE COLLIGAN
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BUSTER WILLIAMS
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Audacity

BUSTER WILLIAMS & SOMETHING MORE
BUSTER WILLIAMS bass

STEVE WILSON saxophone   GEORGE COLLIGAN piano   LENNY WHITE drums

There’s a torn and splintered ridge across the stumps I call the “screamers.” 
These are the unsawn last bits, the cry of the tree’s heart, wrenching 
and tearing apart just before she gives that sway and the 
dreadful groan of falling, that dreadful pause while 
her executioners step back with their saws and axes 
resting and watch. It’s a horrible sight to see a tree 
felled, even now, though the stumps are grey and rotting. 
As you pass among them you see their screamers sticking 
up out of their own tombstones, as it were. They are their own 
tombstones and their own mourners.

– Emily Carr

Recorded Live on December 4, 2017
at Sear Sound Studio C, New York

Produced by Paul Stache
Associate Producer: Damon Smith

Recorded, Mixed and Mastered by Christopher Allen
Studio Assistant: Owen Mulholland

Photography by Jimmy and Dena Katz
B&W photograph by Gulnara Khamatova
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Executive Producers: Frank Christopher & Paul Stache

STEVE WILSON   GEORGE COLLIGAN    LENNY WHITE

1 Where Giants Dwell (Buster Williams) 6:43

2 Song of the Outcasts (Buster Williams) 10:32

3 Sisko (Steve Wilson) 6:38

4 Ariana Anai (Buster Williams) 4:56

5 Lost on 4th Avenue (George Colligan) 8:35

6 Stumblin’ (Lenny White) 4:07

7 Triumph (Buster Williams) 8:15

8 Briana (Buster Williams) 10:11

9 Audacity (Buster Williams) 6:46
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The Very Thought of You

Everyone knows that musicians spend many 
hours alone in the practice room. Every musician 
has to master their instrument and the funda-
mentals of music. Every musician has to listen 
and learn the history and the repertoire. Every 
musician works on theory and ear training exer-
cises and so forth. However, there is practice, but 
then there is also application. The application of 
everything that goes on in the practice room is 
essential to making music. Otherwise, what is the 
point of all that time alone? The application is, with 
obvious exceptions, a group experience. It is a 
social experience and jazz music is a particularly 
perfect example of music as social interaction. 
Yes, we have improvised solos, but whoever isn’t 
the soloist of the moment is also improvising their 
accompaniment in a way that is participatory 
rather than passive. It’s a group eff ort. I’ll never 
forget the fi rst time I heard Buster Williams and 
it was a revelation to me. It was on a recording 
of Herbie Hancock’s called V.S.O.P. One of the 
three groups featured in this concert is the Herbie 
Hancock Sextet, which is actually the pivotal 
fusion group known as Mwandishi. They were 
playing Herbie’s well-known composition “Toys” 
and the way that Buster and Billy Hart stretched 
the music was a revelation for me. An inspiration 
really to the possibilities of a jazz group that has 
the opportunity to develop a rapport over time and 
that enables music making at a transcendent level. 

How can a group develop this kind of rapport? Well, 
how about playing together on a regular basis? 
Sure, but how often? How about off  and on for 15 
or more years? Sure, why not? This confi guration 
of Buster Williams and Something More has been 

playing together for that long. While this recording 
took one day in the studio, it was truthfully more 
than 15 years in the making. And that doesn’t 
count the vast experiences that Buster, Lenny 
White, Steve Wilson, and yours truly (if I may say 
so) bring to the table. Collectively, there is roughly 
150 years of playing with the highest-level jazz 
musicians that infl uences us; this is what we all 
bring to the table before we get on the bandstand. 
Whether we are playing tunes we’ve played for 
years, or brand new compositions (as most of this 
recording is brand new work) there is an immedi-
ate connection throughout the band. There is a 
refl exive understanding from the fi rst note of any 
tune. Everyone knows their role and knows how to 
get the highest level of art from any composition.

Although we are all from diff erent generations, 
there is still a continuity of experience that gives 
us all common ground. Perhaps that’s a good 
sign for the future of jazz.

I hope that you hear that this band has many 
abilities—the ability to play with maturity, with 
restraint when necessary, but, also with the 
abandon and visceral energy. There are a wide 
variety of tempos, dynamics, moods, and tex-
tures in this music. It is not a sound byte; it’s a 
sound journey. It’s not a snack to grab on the run; 
it’s a nine-course meal, which will take some time 
to eat (as well as digest!). Some bands (espe-
cially in pop-commercial music) try to develop 
a sound by making every song sound the same. 
That’s like having your nine-course meal be nine 
courses of brussels sprouts. This band has a 
lot of diff erent fl avors to off er. Obviously, there 

is continuity to our sound because everyone in 
the group has an unmistakable tone as well as 
vocabulary. Buster Williams, Lenny White, and 
Steve Wilson are easily identifi able in whatever 
recorded setting in which they appear. Regard-
less of whether we are swinging hard, playing 
a waltz, a sensitive ballad, or something with a 
Latin tinge, we sound like a band. In this world 
of all-star concerts and groups thrown together 
by promoters, a true band concept is tough to 
maintain. The long-term development of a band 
is becoming a lost art.

***
Buster Williams is a native of Camden, New 
Jersey and began his jazz career while still in 
high school as a sub for his father, who was also 
a bassist. His fi rst touring experience as a high 
school graduate was with Gene Ammons and 
Sonny Stitt! It would be easier to list the jazz 
greats that he hasn’t played with than those he 
has which includes Sarah Vaughn, Nancy Wilson, 
Miles Davis, Betty Carter, Carmen McRae, Art 
Blakey, Freddie Hubbard, Woody Shaw, Cedar 
Walton… He is also known for his contribution to 
pivotal jazz groups, including the Jazz Crusaders, 
Sphere, and, as I mentioned earlier, Mwandishi, 
a ground breaking, genre defying group led by 
Herbie Hancock in the late ’60s and early ’70s, 
which made incredible albums such as Crossings 
and Sextant. Williams has also been recording 
steadily as a leader since 1975; his fi rst album 
as a leader, Pinnacle, is a formidable fusion 
jazz debut.

***

According to Buster, the fi rst composition on this 
recording was temporarily titled “Don’t Know Yet.” 
(Some of the charts still have that as the title!) He 
was driving through the Austrian Alps and all of 
a sudden, the title came to him: “Where Giants 
Dwell.” This sets a great mood for the album as it 
gives us all of the salient characteristics of Bust-
er’s compositional leanings; it has a memorable 
yet sophisticated melody, logical yet challenging 
harmonies, and surprise twists and turns in the 
form to keep the soloist on their toes. And don’t 
forget the swing! “Song of the Outcasts” was 
written for the gypsies of the world; he has had an 
affi  nity for Spanish fl amenco music for many years, 
and this channels that affi  nity with a brooding slow 
march, but then moves into a passionate dance 
in 13/4. Many of Buster’s compositions have 
distinct tempo changes and diff erent rhythmic 
feels within the form; this can create the feeling 
of a symphonic movement.

“Ariana” begins with an introduction that has an 
almost overture-like quality; then it breaks into a 
very slow lullaby waltz. The melody has a child-
like sensibility, but this is a “grown folks” tempo 
for sure (meaning it’s a challenge to play that 
slow and have the feeling be right). “Triumph” is 
another pensive piece with his signature harmonic 
rainbows, intriguing tempo variation, and fi nally, a 
slow, funky groove with a moody melody. “Briana” 
is a beautiful 3/4 piece, which has a folk-like 
quality to the melody. This performance features 
the impeccable tone of Steve Wilson on soprano 
saxophone. “Audacity,” the title track, has kind 
of split personality built into the structure: an, 
intricate, chaotic start with counterpoint between 

bass and melody, followed by a swinging modal 
groove. It perfectly sums up what this album and 
this band is about.

Buster decided to include originals from Wilson, 
White, and me. Steve Wilson wrote “Sisko,” which 
could be described as a long meter blues; the 
tempo is fast, but the harmony is slow. It kind 
of reminds me of what Miles Davis told Buster 
when he joined Davis’ band. Williams asked Miles, 

“What should I play?” Miles raspily replied, “When 
they play slow, you play fast…when they play 
fast, you play slow…” Lenny White’s “Stumblin’” 
is a concise vehicle which, on this recording, 
shows us not only that Buster and Lenny have 
few peers when it comes to swing, but it also 
shows that there are few saxophonists who play 
with as much musicality as Steve Wilson. My 
composition, “Lost on 4th Avenue,” is a kind of 
melancholy, mysterious, wandering piece. The 
melody uses fragments of the Algerian scale 
to create an exotic mood; I couldn’t have asked 
for a better interpretation than this performance. 
Buster’s solo on the opening vamp sort of hap-
pened organically while we were preparing for 
the date (we had three nights at Smoke, one 
of the great jazz clubs of New York City, where 
Buster Williams and Something More perform on 
a regular basis.). It’s a great way to ease into the 
body of the piece, and the bass soloing against 
the vamp is quintessential Buster Williams.

I think that those of you who already know this 
band will be happy to have this recording as a rep-
resentation of what we do. I hope that those of you 
who are less familiar with the band will become 

new fans. I leave with a quote from Buster; this 
is how he often ends our sets:

“If too much time has passed since you have seen 
us, just shoot a beam…at the moon…and we shall 
appear. We trust we served you well.”

GEORGE COLLIGAN

The Very Thought of You
STEVE TURRE
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The Very Thought of You

STEVE TURRE trombone
KENNY BARRON piano   BUSTER WILLIAMS bass   WILLIE JONES III drums

GEORGE COLEMAN tenor saxophone   RUSSELL MALONE guitar
WITH STRINGS arranged and conducted by MARTY SHELLER
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special guests
George Coleman

Russell Malone 
and strings

STEVE TURRE trombone
KENNY BARRON piano
BUSTER WILLIAMS bass
WILLIE JONES III drums

SPECIAL GUESTS
GEORGE COLEMAN tenor saxophone (tracks 5 & 10)

RUSSELL MALONE guitar (tracks 2, 3 & 8)

STRING OCTET (tracks 1, 5, 8 & 11)
MARTY SHELLER arranger & conductor
RANDALL GOOSBY violin
VALERIE KIM, violin
BRENDAN ELLIOT, violin
MENG JIA LIN, violin
CHLOÉ THOMINET, viola
JASPER SNOW, viola
KHARI JOYNER, cello
MARZA WILKS, cello

1 The Very Thought of You 5:22
(with strings)
Ray Noble

2 September in the Rain 6:19
(with Russell Malone)
Harry Warren & Al Dubin

3 No Regrets 4:37
(with Russell Malone)
Steve Turre

4 Carolyn (in the Morning) 6:32
J.J. Johnson

5 Never Let Me Go 6:05
(with George Coleman & strings)
Jay Livingston & Ray Evans

6 Sachiko 6:22
Steve Turre

7 Freedom Park, SA 4:19
Steve Turre

8 The Shadow of Your Smile 10:11
(with Russell Malone & strings)
Johnny Mandel / Paul Francis Webster

9 Time Will Tell 6:46
Charlie Parker

10 Yardbird Suite (6:46
(with George Coleman)
Charlie Parker

9 Danny Boy 6:46
(with Russell Malone & Strings)
Frederick Edward Weatherley

KENNY BARRON   BUSTER WILLIAMS    WILLIE JONES III



June 21

SPIKE WILNER TRIO

July 5

SAMMY FIGUEROA and His Latin Jazz Explosion

June 29, 30 & July 1

CHARLES TOLLIVER & MUSIC, INC.

June 8, 9 & 10

BUSTER WILLIAMS & SOMETHING MORE

June 15, 16 & 17

PETER BERNSTEIN QUARTET

May 31

REGGIE QUINERLY QUINTET

June 1, 2 & 3

RENEE ROSNES QUARTET

June 7

MISHA PIATIGORSKY QUINTET

June 14

TOOTIE HEATH TRIO feat. Emmet Cohen

August 24, 25 & 26

KARRIN ALLYSON

August 10, 11 & 12

A TRIBUTE TO MULGREW MILLER

August 16

STEVEN KROON SEXTET

August 23

RODNEY GREEN QUARTET

August 3, 4 & 5

DUANE EUBANKS QNT feat. Robin Eubanks

August 2

JOHN FARNSWORTH QUINTET 

July 19

FREDDIE BRYANT

July 20, 21 & 22

ERIC REED QUARTET

August 17, 18 & 19

ERIC ALEXANDER QUARTET

July 6, 7 & 8

WAYNE ESCOFFERY QUARTET

July 13, 14 & 15

SONNY FORTUNE QUARTET

July 12

MICHELLE WALKER

August 30, 31, September 1 & 2

CHARLIE PARKER BIRTHDAY CELEBRATION
featuring Gary Bartz & Vincent Herring

August 9

THE GOODS PROJECT

May 25, 26 & 27

MILES DAVIS BIRTHDAY CELEBRATION
featuring the Al Foster Quintet

May 24

MARK SOSKIN TRIO FEAT. AL FOSTER

July 26

ALEMAY FERNANDEZ
June 22 & 23 (2 NIGHTS ONLY)

ONE FOR ALL

June 28

ULYSSES OWENS & THREE

July 27, 28 & 29

ORRIN EVANS QUINTET
June 24

ALEXIS COLE


