MAY 2020-ISSUE 217 YOUR fREE GUIDE TO THE NYC JAZL SCENE NYCJAZZRECORD.COM

£ EOGENE

 CHADBOURNE

MICHELE SOHLWVAN  DOUG™ JACKIE
NOSEWOMAN * FORTNER._ HAMNOND  NcLEAN



https://eugenechadbourne-documentation.squarespace.com/

Managing Editor:
Laurence Donohue-Greene
Editorial Director &
Production Manager:
Andrey Henkin

To Contact:

The New York City Jazz Record
66 Mt. Airy Road East
Croton-on-Hudson, NY 10520
United States
Phone/Fax: 212-568-9628

Laurence Donohue-Greene:
ldgreene@nycjazzrecord.com

Andrey Henkin:
ahenkin@nycjazzrecord.com

General Inquiries:
info@nycjazzrecord.com

Advertising:
advertising@nycjazzrecord.com

Calendar:
calendar@nycjazzrecord.com

VOXNews:
voxnews@nycjazzrecord.com

US Subscription rates: 12 issues, $40
Canada Subscription rates: 12 issues, $45
International Subscription rates: 12 issues, $50
For subscription assistance, send check, cash or
money order to the address above
or email info@nycjazzrecord.com

Staff Writers
Duck Baker, Stuart Broomer,
Robert Bush, Kevin Canfield,
Marco Cangiano, Thomas Conrad,
Pierre Crépon, Ken Dryden,
Donald Elfman, Phil Freeman,
Kurt Gottschalk, Tom Greenland,
George Grella, Tyran Grillo,
Alex Henderson, Robert Iannapollo,
Mark Keresman, Marilyn Lester,
Suzanne Lorge, Marc Medwin,
Jim Motavalli, Russ Musto,
John Pietaro, Joel Roberts,
John Sharpe, Elliott Simon,
Anna Steegmann, Scott Yanow

Contributing Writers
Dan Bilawsky, Pierre Giroux, George Kanzler,
Steven Loewy, Annie Murnighan, Ivana Ng
Kyle Oleksiuk, Eric Wendell

Contributing Photographers
Moritz Bichler, Peter Gannushkin,
Alan Nahigian, Bryant Sanders

Fact-checker
Nate Dorward

nycjazzrecord.com

2 MAY 2020 | THE NEW YORK CITY JAZZ RECORD

NG YORK CTYJZZ RECORD

MAY 2020-ISSUE 217

ON THE CovER - uGene cangoune. (€)1 somi o
ew vorkenct ()
TERvin - iz RosEnonaN. @) v o seconany
Anmsyfearune:suunaN FoRnneR () v o v
eNCoRE:DouG HAMNON)  @€)  o nanunis
LEST WE FORGET : JACKIE McLEAN 0 BY GEORGE GRELLA
LapeL sportch: kMY v (@) v enc e
voes @) o suzave v
opruanes Q) bt oy v
msmacreon ()
usueviens ()
wsceLany  @F)) v svoner e

It is hard to believe that New York City has ONLY been under lockdown for 40 days. Seems
more like 40 years and that we are with Moses, wandering through the desert, looking not for
the Promised Land but an actual, in-person concert. Of course these protocols have been
necessary to save as much life as possible and there have been online concerts, online record-
listening sessions, online workshops, etc. to fill the void.

This is our second digital-only edition; we hope to resume our physical self soon. As was the
case in our April edition, our planned coverage has all been cancelled, from a week at
The Stone at The New School with guitarist Eugene Chadbourne (On The Cover), pianist/
composer/bandleader Michele Rosewoman (Interview) at Dizzy’s Club and pianist Sullivan
Fortner (Artist Feature) at The Jazz Gallery. The same goes for most of our CD Review
coverage. We hope that you support us by continuing to read and these musicians, now all
struggling, by buying their music.

At some point, we will responsibly flock to the clubs and embrace one another musically. Until
then, please stay safe and healthy so that day can come sooner rather than later.

On The Cover: Eugene Chadbourne (Peter Gannushkin/DOWNTOWNMUSIC.NET)

All rights reserved. Reproduction without permission strictly prohibited. All material copyrights property of the authors.
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“That's nice that you want to put me on the cover,”
said Eugene Chadbourne during our interview,
“especially with so many glamorous options available.”
Glamour, like beauty, is subject to the beholder’s eye
and the expressionist guitarist exudes a charm of
innovation that soars well above this year’s fashion. In
fact, he’s held that distinction for decades.

Born in Mount Vernon NY, 1954, but raised in
Boulder, Colorado, Chadbourne was moved by the
powerful changes in rock ‘n’ roll during his formative
years, but just as inspired by the country and blues he
encountered in record store bins. “The first song I
learned to play was ‘I'm Not Your Steppin’ Stone’.”
Tellingly, Chadbourne was drawn not to the pop hit by
The Monkees, but the raucous version by Paul Revere
and The Raiders. Though the budding guitarist’s major
influence was Jimi Hendrix, a grittier, proto-punk
inspiration was prominent and remains with
Chadbourne still. And then there was the innovative
guitarist Lee Underwood. “I went to see Tim Buckley
when I was 16. He performed without his band, just
Underwood, who played something I hadn’t heard
before. The scales he was playing on the fretboard in
conjunction with Buckley’s harmonies—you could
hear the root chord, but it sounded like you could play
anywhere and make it work.”

Moving to Calgary, Canada (“to avoid the draft”)
offered Chadbourne unforeseen opportunities for
artistic growth. After encountering the music of Ornette
Coleman, he sought out free jazz in local record stores.
And, “I saw Captain Beefheart and his Magic Band play
in Calgary. Most of the audience wanted to kill them,
but his bass clarinet sounded particularly good to me.
All that music jelled in my head around the same time,
but it took a long time to translate it to the guitar. There
were a few guitarists [playing this music] but not many
you could imitate. Hendrix was like the Coltrane of
guitar, so that took decades to absorb.”

Chadbourne made fast friends with the few local
musicians of a similar mindset and became active in
Calgary’s Jazz Society. While seeking performance
opportunities, he quickly recognized that within such
surroundings a scene needed to be grown, so began
organizing shows. “The Jazz Society branch in Edmonton
brought up the Sam Rivers Trio, so I presented Oliver
Lake, among many others. And Anthony Braxton had
a relationship with the Coda [magazine] guys. I finagled
the University of Calgary to bring him up for a solo
concert,” which began an important professional
relationship with the revolutionary saxophonist.

Chadbourne also became a music writer with
The Calgary Herald. “The entertainment page had been
doing poorly as no one knew anything about music.
So, when I got that job, they assigned me reviews of
these big rock concerts. But I was only listening to free
jazz and roots music, so of course I panned Kiss,
Queen, all of them!” Taking on this harsh critical
persona inspired a flood of hate mail while providing
much needed attention to the paper. “The editors kept
giving me raises, so I kept writing these reviews.”
Even as he did Chadbourne was recording for his own

" BLUGENE CHADBOURNE

NEW DIRECTION

Parachute Records (Solo Acoustic Guitar, Volume One
and Two, 1976) and curating events while making
relevant industry contacts. His efforts proved
successful. “When I began, there were like three copies
of Interstellar Space there,” but communication with the
artists brought Calgary a wide array of new jazz.
Simultaneously, Braxton was encouraging Chadbourne
to focus entirely on his guitar playing, leaving
journalism behind. “The timing was right,” he recalled.

Moreso, President Carter issued amnesty for ex-pats
who had left to avoid a war many viewed as highly
immoral, if not illegal. Chadbourne relocated back to the
U.S,, touring through the Midwest and into New York in
a most fertile period. “I can’t recall when people started
calling [NYC’s experimental arts scene] ‘Downtown’,
but a certain kind of crowd were living downtown and
a lot of the rehearsing went on there.” Voraciously
absorbing his surroundings, Chadbourne developed
important accomplices in both Frank Lowe and John
Zorn. “John and I had so much in common, but he’d
played almost nowhere except in college and then in his
apartment [where Zorn had established a performance
series]. I'd traveled across the country playing anywhere
I’d made connections with my records. I read how Steve
Lacy would knock on doors asking to play in delis. So
I said, “Let’s go door-to-door to find new venues.”” That
year he put out two more records while also performing
with Zorn, Lowe, Lake and more. Simultaneously, punk
rock was exploding with a cross-pollination of no
wavers, free improvisers, performance poets and
contemporary composers. “Everything was really
splintered up. I recall someone forming a free band with
a funk beat. That didn’t appeal to me, but the songs and
their meaning — the content and the essence — that meant
a lot.” As opposed to the edgy scene at CBGB's,
Chadbourne sought to fuse the roots music he loved
with underground jazz. A step in this direction was
meeting the former Mothers of Invention drummer
Jimmy Carl Black. “Jimmy was the first drummer I
worked with who played blues and rock so expertly. I'd
played with great drummers before but Jimmy said, ‘I'm
here to make you sound good.” And it reminded me that
I really like playing rock.” But Chadbourne decided to
take it further, seeking to develop a true hybrid. “The
roots music wasn’t embraced in New York back then.
Most people associated it with mechanical bulls.”

The guitarist also began teaching at Karl Berger’s
Creative Music Studio in Woodstock, NY. There he met
electric bassist Mark Kramer and drummer David Licht,
who joined him in the formation of Shockabilly for which
Chadbourne coined the genre “LSD C&W”. “Most critics
didn’t get us. One said we sounded like Hank Williams
on LSD, another went so far as to call us Frank Zappa on
LSD! They kept writing that we were deconstructing
songs, but we were actually creating” original music and
fascinating adaptations of trad and rock. The Dawn of
Shockabilly (Rough Trade, 1982) featured Chadbourne’s
blistering guitar as overtly as his satirical, affected lead
voice. But for the level of musicianship, such profound
reimaginings of The Beatles and Tammy Wynette may
have been relegated to mere punk-era mocking.

The complex arrangements, unexpected tempo changes,
sudden tacits and improvisational forays instead cast
post-modernism at 33 1/3 rpm.

By 1985’s Vietnam, the activism of the band became
central with radical songs and a piece with poet Ed
Sanders towards a “freely improvised left-wing country
bebop”. Over the next few years, Chadbourne released
solo and collaborative multiple recordings and forged
a partnership with alternative rockers Camper Van
Beethoven. During the ‘90s, some 21 recordings under
Chadbourne’s leadership could be found in his
catalogue and into the 2000s his already astonishing list
of collaborators grew vastly: Billy Bang, Tom Cora,
Wadada Leo Smith, Joseph Bowie, Steve Lacy, Evan
Parker, Charles Tyler, John Carter, Peter Brétzmann,
Anthony Coleman, Misha Mengelberg, Cooper-Moore,
Derek Bailey, Marc Ribot, Davey Williams, Fred Frith,
Gary Lucas, Henry Kaiser, Elliott Sharp, Charlie Haden,
William Parker, Sunny Murray, Philip Wilson, Bobby
Previte, Chris Cutler, Warren Smith, Han Bennink,
SusieIbarraand Shelley Hirsch. Likewise, Chadbourne’s
instrumental arsenal grew to include banjo, dobro and
his homemade electric rake.

The music-making, like the sense of adventure, has
been tenacious. Most recently, Chadbourne scheduled an
array of global dates, which were suddenly cancelled.
“I'msorry that my Stone at The New School performances
have to be postponed until who knows when,” he said,
painfully aware of the work required to book this
expansive tour. “But this period has been devastating for
so many. Imagine if we had a system that doesn’t let
idiots like this [Trump] get elected and that our economic
system wouldn’t fall apart as soon as we have a problem.
There’s nothing in it that protects anyone.”

This year, Chadbourne released a pair of CDs
containing both new and old material and, in response
to the lockdown, established digital downloads on his
website’s archive, allowing for a deep glimpse into his
fascinating repertoire. But, as always, the guitarist
can’t help but look far afield. “I'm also in the process of
setting up a broadcast studio behind my house in
Greensboro. It's been a recording studio for years, but
I'm expanding it for internet performances. This is a
longterm plan, but at this point, it may very well be the
direction we all need to go in.” <
For  more  information, visit  eugenechadbourne-
documentation.squarespace.com. Chadbourne was scheduled
to be at The Stone at The New School.

Recommended Listening:

* Eugene Chadbourne — The Lost Eddie Chatterbox Session
(s/r-Corbett vs. Dempsey, 1977)

» Eugene Van Beethoven—69th Sin Funny (Fundamental, 1989)

» Eugene Chadbourne/Hellington Country —
The Hellingtunes (Intakt, 1997)

* Zu & Eugene Chadbourne — The Zu Side of the
Chadbourne (Felmay-House of Chadula, 1999)

 Aki Takase — Plays Fats Waller (Enja, 2003)

» Eugene Chadbourne — Monks Dream with Words
(House of Chadula, 2017)
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LUCIAN BAN-JOHN SURMAN-MAT MANERI
TRANSYLVANIAN FOLK SONGS
THE BELA BARTOK FIELD RECORDINGS

n the early 1900s Bartok was introduced to the folk music

of the Romanian people in Transylvania. His immediate
infatuation with the music led him to a lifelong pursuit to
record and catalog these beautiful regional pieces. Bartok
spent eight years traveling the Romanian countryside record-
ing and transcribing these pieces, which he would spend the
rest of his life collating into six catalogs containing over three
thousand tunes, simply entitled Romanian Folk Music. The
composer’s own compositions would be influenced at every
level by his folk studies.

century later, these three outstanding improvisers — Mat

Maneri, Lucian Ban and John Surman — draw fresh inspi-
ration from the music that fired Bartok’s imagination, looking
again at the carols, lamentations, love songs, dowry songs
and more which the composer collected, in the period
between 1909-1917.

ucian Ban grew up along Bartok’s collecting path in

Transylvania and by the end of the ‘90s he would leave
Romania to pursue his career in jazz music in New York City.
But the music of his native land continued to inspire his
work, most notably in his own compositions as documented
on the Songs from Afar (Sunnyside, 2016) or the classical
music of Romania’s famed composer George Enesco on
Enesco Re-lmagined (Sunnyside, 2010) but also with his
work alongside Maneri on Transylvanian Concert (ECM,
2013).

¥
,
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BOBBY SPELLMAN
REVENGE OF THE COOL

iles Davis’s Birth of The Cool sessions, were recorded in

1949 and 1950 and released in 1957. More than fifty
years later, when young trumpeter Bobby Spellman pur-
chased a CD of these recordings, he became enchanted with
the music. Spellman’s fascination with these performances
led him to chase that same spirit for his own collection of
nonet recordings, Revenge of the Cool.

0 build his nonet, Spellman looked toward many of his NEC

peers, including baritone saxophonist Tyler Burchfield, alto
saxophonist David Leon, bassist Andrew Schiller, trombonist
Tim Shneier, drummer Evan Hyde, pianists Ben Schwendener
and Eli Wallace. Spellman’s wife, alto saxophonist Emily
Pecoraro (who is featured on the first track), introduced
Spellman to French horn player Kyra Sims, whom she met in
New York and who shares the duty with her friend Justin
Mullens. Tubist Ben Stapp is another New York addition to the
group.

www.sunnysiderecords.com

Sunnyside

This month, covering the ‘live’ jazz scene gained a
whole new aspect due to citywide club closures
spurred by the COVID-19 outbreak. Fortunately there
were options. Billing itself as “the world’s first fully
live-streamed jazz festival”, the “Live From Our Living
Rooms” series offered a week’s worth of fundraisers
by and for out-of-work musicians. The first night
(Apr. 1st) included a relaxed performance by vocalist/
guitarist Margaret Glasby and guitarist Julian Lage.
Seated at home, a few old black and white family
photos visible on the wall behind them, the pair played
original material, in tandem or solo, in a short but
satisfying set. There were the inevitable technical
glitches, particularly if one’s wi-fi wasn’t running at
optimal speed (as your correspondent’s wasn’t),
resulting in frozen or pixilated images. Several viewers
posted complaints of the muffled “fishbowl” sound,
presumably due to a noise-gated microphone. All of
which could have been a bummer, but really wasn’t.
Here we sat, alone but together, privy to Glasby and
Lage’s most intimate musical and personal rapport,
our number rapidly escalating from two to over 800
people, generating an incessant stream of rabid
onscreen commentary. You couldn’t hear any shouting
or clapping, but you could certainly sense the
excitement. “We'll be together soon,” promised Lage at
last. “In the meantime, this suffices.” And we rejoiced
that our collective jazz spirit had prevailed over the
specter of COVID-19. —Tom Greenland

Margaret Glasby & Julian Lage

The second night (Apr. 2nd) of “Live From Our Living
Rooms”, the live-stream festival/fundraiser organized
by local musicians Thana Alexa, Owen Broder and
Sirintip, included a marvelous solo concert by guitarist
Bill Frisell. There was a delay because, as we found
out later, the Crowdcast virtual platform had crashed
under global overload, so the scheduled 8 pm hit
didn’t start until 45 minutes later, when Frisell,
sporting an unfamiliar close-trimmed beard, was
unfortunately cut off only 12 minutes later, right in the
middle of a mouth-watering medley of “Nature Boy”
and “Crepuscule with Nellie”. He didn’t reappear
online until another 45 minutes had passed, by which
time the logged-in crowd had swelled to 2,000, its
appetite now fully whetted, chiming in from locales as
disparate as Edmonton, Inverloch, Guanajuato and
Buenos Aires. No one was disappointed. In what
turned out to be one long, continuous medley, Frisell
masterfully worked his way from “Someone to Watch
Over Me” through what sounded like a new wrinkle
on his tune “Worried Woman” to “New York, New
York” (with a hint of “Nature Boy” thrown in), two
Billy Strayhorn tunes (“A Flower Is a Lovesome Thing”
and “Lush Life”), “What the World Needs Now”,
The Beatles” “In My Life” and finally the Civil Rights
anthem “We Shall Overcome” with a quick taste of
“Someone to Watch Over Me” at the very end. He
didn’t say much, but he didn’t have to. The song titles
and especially his playing, said it all. (TG)
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The Sun Ra Arkestra of the ‘70s would have been
ideally suited for musical life in the era of COVID-19.
Most of the band lived in the same house in the
Germantown neighborhood of Philadelphia and could
have live-streamed cosmic music 24 hours a day in
keeping with Ra’s constant rehearsals. Alas, now most
musicians are stuck alone at home and the concerts
being broadcast across myriad platforms are somewhat
lonely affairs. Quarantine jazz is a thing now but one
hopes not for too long, as musicians need an audience
as much as we need them. Alto saxophonist Miguel
Zenodn gave a solo recital (Apr. 12th) on Instagram and
Facebook Live, though the latter didn’t work. By the
end of the shortish performance, there were about 80
people in the ‘room’ and Zenén spoke encouraging
and thankful words in both English and Spanish, plus
a guest appearance by his daughter to say hello. While
the intent was good, for those listeners easily distracted
(such as this reviewer) the medium muddles the
message. It felt less like a concert than spycam
voyeurism into Zenén’s practice regimen (kudos to his
rehearsal space, however, and the cheerful drawings
festooning its walls) and certainly the lag-time issues
didn’t help, nor did the stream of comments and love
balloons. Things worked better on a cellphone than
on a computer and while Zenén dueting with himself
slightly out of phase did have its appeal, it was hardly
the point. If this really is the new normal, we will
adjust but we don’t have to like it. — Andrey Henkin

Miguel Zenén

Lucky are the musicians living together, at least in
terms of online concerts (though one feels for an entire
household bereft of income streams). This reviewer
had planned on attending the duo concert with harpist
Brandee Younger and bassist Dezron Douglas at
Miller Theatre scheduled for the end of March before
New York City was shut down. So it was great that the
pair were still able to perform (Apr. 7th), just now from
the confines of their living room (nice plants).
Unfortunately the technological aspect left much to be
desired — quarantine jazz is years behind cam-porn—
but it was fulfilling to hear and see (sort of) musicians
interacting with one another. The harp’s delicacy and
mystical nature pairs well with the bass’ stolid
woodiness (my cats liked it) and Younger and Douglas
have been honing their craft together on regular brunch
broadcasts on Facebook. They began with a tune from
those sets, the timely-titled “TP Romance”. Erroll
Garner’s “Misty” followed and it felt like one was
floating down a Venetian canal at sunset. “Games”
(from Dorothy Ashby’s 1968 album Afro-Harping; being
at home was good for research) found deep spirit
within each and enormous power together. Douglas
essayed Charlie Haden’s “For Turiya” solo, Younger
quipping that the quarantine had led to more solo bass
concerts than ever. The pair managed to call up the
soul bounce on Marvin Gaye’s” I Want You” and closed
with Younger’s indie-pop-like “Reclamation”. I can
hardly wait to hear this duo in person. (AH)
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Shut out from its decade-old residency at Jazz
Standard, the tradition of Mingus Mondays took to the
internet for a series of solo concerts; the second of
which featured guitarist Freddie Bryant (Apr. 6th).
A 20-year veteran of the Mingus Orchestra, where his
chords fill out the rich harmonies of the late bassist’s
compositions, Bryant played by himself from the
Caribbean island of Providenciales (forced to remain
there since the onset of coronavirus pandemic), settling
into a predominantly blues-based program
highlighting Mingus’ earthy melodicism. Opening
with “Devil Woman”, which he retitled “Devil Virus”
for the occasion, the guitarist gave a sensitive reading
of the song Mingus sang in a gritty voice on his
Oh Yeah album. He followed with the New Orleanais-
tinged “Jelly Roll”, digging into its rhythmic drive.
Describing it as a disguised blues, Bryant continued
with a stirring rendition of “Goodbye Porkpie Hat”,
which he dedicated to virus victims Ellis Marsalis,
Bucky Pizzarelli and Wallace Roney, as well as the
recently departed Mingus Orchestra bassoonist Janet
Grice, calling for a moment of silence afterwards.
Reaching into the more obscure recesses of the Mingus
repertoire, the guitarist resumed by performing the
Brazilian-flavored “Eclipse”, giving a shout out to
Sy Johnson for his inspired orchestral arrangement of
the composition. The one-man show concluded back in
the blues mode with a funky extended take of “Better
Git It In Your Soul”. —Russ Musto

Freddie Bryant

On the night that they were scheduled to appear at
Dizzy’s Club (Apr. 4th) playing together as part of the
American Pianists Association’s celebration of the past
and present awardees of its Cole Porter Fellowship,
Sullivan Fortner and Aaron Parks met up in cyberspace
for “music and musings” on the APA’s Facebook page.
In what could be described as extreme social distancing
that took them away from their usual bases, Parks
streamed from his mother’s house in upstate New York
while Fortner performed from the Florida home of the
parents of his vocalist duo partner, Cécile McLorin
Salvant. The pair began by discussing the less-than-
perfect tuning of their respective upright pianos,
before getting down to making music. Fortner started,
playing a deliberately delivered rendition of Bud
Powell’s “I'll Keep Loving You”, after which Parks
followed appropriately with Porter’s “I Love You”,
picking up the tempo on the second chorus as he
improvised utilizing altered harmonies. The pair then
engaged in a discussion of their admiration of each
other’s different styles. Noting that the passing of Ellis
Marsalis had him in “ballady” mood, Fortner continued
with his melancholy “Elegy”. A discussion of the
writing process inspired Parks to play a new untitled
original he said he’s been working on for a while. More
talk of Marsalis prompted Fortner to play the late
pianist’s “Swingin’ At The Haven”. Parks then played
his “Solace”, a classically-tinged song of hope. Fortner
closed out with a spiritual, “The Solid Rock”. (RM)

This month our live reviews are redefined as New
York continues through the coronavirus lock-down.
While this writer mourns a return to reality as we once
knew it, the concept of live-to-internet becomes the
new normal. And with that in mind, the “Live From
Our Living Rooms” series allows for an array of
performing artists to make their statement—and raise
funds for the creative community —in the face of the
Great Quarantine. Saxophonist Joe Lovano and vocalist
Judi Silvano have been an item for many decades and
their shared telepathy is apparent. Broadcasting a
highly improvisational live session (Apr. 4th), the pair
floated through original compositions and a unique
adaptation of Monk’s “Reflections”, with the Jon
Hendricks lyric, which well exhibited their musical
skills and then some; Silvano painted an abstract piece
inspired by the music during points away from the
microphone. Though the spirit and sense of unity
carried the concert, of course, the barrier of the
computer screen was apparent (though we tried on this
end, with cocktails and finger foods!). The static
camera and lack of proper sound balancing were not
friendly to the performance, unfortunately, though
Lovano’s mastery of the tenor and soprano, as always,
was more than obvious. And Silvano’s seemingly
limitless range and innate swing are his perfect match,
allowing for vibrant call-and-response segments,
which enlivened this digital soundscape and crafted a
real Saturday night of it. —John Pietaro

Joe Lovano & Judi Silvano

In an effort to offer live performance (Apr. 20th)
during this lockdown period, master guitarist and
Django Reinhardt specialist Stephane Wrembel
established a series of daily remote mini-concerts,
fascinating educational performances, broadcast in
both French and English through May 1st. Instead of
simply playing the rarely heard solo compositions of
Reinhardt (as heard on his recent release Django
L’Impressionniste), he offers an analysis of each piece
each day and then plays the classic work in his
inimitable fashion. Wrembel has an amazing command
of his instrument (yes, his guitar is one of the oval
sound hole models; what did you expect?!) as well as
the stylistic inventions and structures that Reinhardt
gave to the music. “He loved mixing major and minor
harmonies —this leads you to never knowing exactly
where you are. These were the visions of Debussy
brought to life.” Wrembel explained the patterns and
harmonic inventions of the renowned Gypsy guitarist
that were used in his riveting “Improvisation #1”, a
work that seemed to capture all of Reinhardt’s
breathtaking twist, turns, fills and melodies of
brilliance. “He loved to reharmonize the chords,
adding chromaticisms leading to an anchor point. The
outline of the chords is very subtle.” Wrembel is
actually the very first Reinhardt interpreter to perform
all of Django’s solo works, so his analysis is vital to the
canon. His grasp on these works is undisputed and
any jazzbo worth his or her salt needs to tunein.  (JP)

WHAT'S NEWS

Roulette is partnering with Bang on a Can for
a six-hour marathon on May 3rd, presenting new
music composed specifically for the event and
performed by musicians including Vijay lyer,
George Lewis, Miya Masaoka, Moor Mother and
Mary Halvorson. For more information, visit
roulette.org.

The inaugural class of Philadelphia Hometown
Heroes has been named and it includes several
jazz musicians: Marshall Allen, Terell Stafford,
Orrin Evans, Pat Martino, Diane Monroe and the
recently departed McCoy Tyner.

Record Store Day, celebrating independent
record shops and originally scheduled for April
18th, will be held through a series of “RSD
Drops’”, taking place on three Saturdays spread
across three consecutive months: Aug. 29th,
Sep. 26th and Oct. 24th. For more information,
visit recordstoreday.com.

The Jazz Journalists Association has named
its 2020 Jazz Heroes, ‘honoring significant
achievements in jazz music and journalism”.
Local recipients are Matthew Garrison and
Fortuna Sung of ShapeShifter Lab, Susan Cohen
Brink of Sanctuary for Independent Media and
Roberta Alloway, booker of many Harlem jazz
venues. In addition, nominees for the 2020 JJUA
Jazz Awards have been named (including this
gazette for Print Periodical/Website of the Year).
For more information, visit jjajazzawards.org.

The Monterey Jazz Festival has announced the
results of its 2020 Next Generation Jazz Festival,
which took place virtually last month. Winners
are scheduled to appear at the festival in
September. For the complete list, visit
montrereyjazzfestival.org.

Jazz Club of Sarasota presented its Satchmo
Award to Rachel Domber and and her late
husband Mat of Arbors Records, the award
honoring those that have “made a unique and
enduring contribution to the living history of jazz”.

The 18th Annual Independent Music Awards
have named their nominees for this year’s awards.
For the complete list, including jazz-specific
categories, visit independentmusicawards.com.

The Jazz Gallery’s online schedule will continue
in May: May 1st: Melissa Aldana; May 4th: Jen
Shyu; May 6th: Dezron Douglas; May 7th: Becca
Stevens; May 8th: Johnathan Blake; May 11th:
Orrin Evans; May 13th: Matt Brewer; May 15th:
Kevin Hays; May 18th: Dayna Stephens; May
20th: Vijay lyer; May 22nd: Tivon Pennicott; May
25th: Jaleel Shaw; May 27th: Jason Lindner and
a special tribute to the recently departed Lee
Konitz on May 3rd. For more information, visit
jazzgallery.nyc

Academy Records has opened up an eBay store
(ebay.com/strlacademyrecords) and an Amazon portal
(@mazon.com/ s?me=APGAAMQYMISEL&marketplacelD=
ATVPDKIKXODER).

Submit news to info@nycjazzrecord.com
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Pianist, composer and educator Michele Rosewoman,
a pioneering artist in her field, has created a distinct musical
experience by digging deep into acoustic modern jazz,
sophisticated funk, dynamic electric fusion and elements of
Cuban folkloric music. Her command and rich vocabulary
expands the horizons and boundaries of jazz while remaining
firmly rooted in tradition. With a 40-year history, Rosewoman
stands out in her class as a visionary pianist, composer,
bandleader and gifted performer. She has performed with
many of the finest musicians from both the jazz and Cuban
traditions and is regarded as one of the most ingenious
composers and prolific bandleaders of her generation.

The New York City Jazz Record: This is a difficult
time for musicians. Clubs and concert halls are closed,
festivals have been cancelled. How do you cope?

Michele Rosewoman: We all have to figure this one
out as we go through waves of disbelief and realization
and settle into this new reality. I'm taking stock of my
life up to now and, little by little, figuring out how to
proceed. Letting things reset spiritually, trying to stay
positive and applying for financial assistance as
opportunities become available. Looking forward to
what might be creatively born of such a time.

TNYCJR: Critics have said that you unite players with
distinct personalities into a communal voice. Your
latest recording Hallowed is with Alex Norris on trumpet
and flugelhorn, Roman Filit on alto and soprano
saxophones and flute, Stacy Dillard on tenor saxophone,
Chris Washburne on trombone, bass trombone and
tuba, Andrew Gutauskas on baritone saxophone, Gregg
August on bass, Robby Ameen on drums, both Roman
Diaz and Mauricio Herrera on batd, congas and vocals,
Rafael Monteagudo on bata, congas and Nina Rodriguez
as the lead vocalist. You contribute piano, Fender
Rhodes and vocals. Talk about bringing the musicians
for this project together. What was your inspiration?
What makes Hallowed special?

MR: For all my ensembles, the cast of musicians has
always taken its own shape as needed, evolving
through the years and one configuration leading
naturally to the next. The current ensemble members
have been with me for many years. It feels like family.
They are more bilingual than in the past, in that both
Latin and jazz feels more natural for all, which makes
my musical presentation work best.

Hallowed consists of a suite presented as the first
ten tracks, plus two other very different tracks. The
instrumental suite “Oru de Oro” (Room of Gold) is
compositionally built around sacred Bata language —
rhythmic patterns in a set sequence that call forth
various entities/energies [Oru Seco or Oru del Igbodu].
We dance around THEM. Soloists are hitting hard as
written and improvisational elements interact. The
Bata and its tradition are central and fully intact.

This appears to be a first —a fully orchestrated and

MICHELE

BY ANNA STEEGMANN

intact Oru Seco. Those familiar with the form say it’s
groundbreaking. It requires that one be equally
immersed in both jazz and Cuban folkloric language
and traditions and have the propensity to take a
journey deeply into an oral tradition that masters teach
to those they deem worthy. I didn’t learn jazz in a
classroom either, have had to do “the deep hang” in
more than one world. Track 11, “The Wind is The First
To Know”, is built around traditional vocals and bata
in a series of prayers and cantos [songs]. Horn
interludes and solos lead into and out of Nina
Rodriguez’ beautiful lead vocals. This track is a
complete contrast to all other tracks on this recording,
as the final track is also purely instrumental. I first
contributed “Alabanza” as pianist and composer to a
Latin-Grammy-winning release by the Afro Latin Jazz
Orchestra [led by Arturo O’Farrill] that we recorded in
Cuba in 2014.

TNYCJR: Tell me about your beginnings as a musician.
Were you raised in a musical family?

MR: I first touched a piano at age six when my folks
brought an old upright home. I never really had this
thought until now, but how did they know? That piano
felt like Christmas every day. I started exploring. After
a few years, I took lessons and learned to read music.
My parents were very artistic and politically active.

TNYCJR: How did your love for jazz develop? Who
did you listen to? Who were you musical heroes?

MR: My first love was old school R&B. I loved The
Temptations, Stevie Wonder, Marvin Gaye, The
Stylistics, Aretha [Franklin], Ray Charles, Smokey
[Robinson], Curtis Mayfield, The Dells. My folks
listened to a lot of traditional jazz: Ella, Duke, Oscar
Peterson, Sarah Vaughan, Billie Holiday. I also heard
music from around the world: Calypso, Brazilian,
music from the mountains of Chile, East India, Africa.
Spiritually-based music moved me. I was drawn to
music that had detail, surprise, mystery, depth and to
improvisation. The harmonic colors in jazz, the
intricate melodies and rhythmic intricacies, I was
hearing things and trying to play them. When I was in
my early teens I read a book by Martin Williams about
the social and political significance of jazz as America’s
indigenous music. This music that compelled me so
was now tapping my intellect and emotions on another
level. Eventually, I began to have musical heroes:
Monk, Coltrane, Lee Morgan, Bobby Timmons, Miles,
Art Blakey, Wayne Shorter, Elvin Jones, Oliver Lake,
Baikida Carroll, Julius Hemphill, Bobby Bradford,
Dewey Redman, Nikki Giovanni, Betty Carter...

TNYCJR: You studied both jazz piano and percussion.
Talk about your teachers and how they shaped you.

MR: I met the great pianist/organ player Ed Kelly
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when I auditioned for the Laney Junior College big
band in Oakland and got in. Everything jumped off
from there. Ed became my true mentor, my greatest
direct influence and a beloved friend until his passing
in 2005. He was a hands-on piano teacher. He made
everything his. He was a completely original voice and
a stone-cold traditionalist at the same time. He would
play in the styles of Earl ‘Fatha” Hines, Oscar Peterson,
Bud Powell, Thelonious Monk, look up over his glasses
and ask, “Who’s this?” And then he’d hit some secret
dissonant bell-tone chord and let it ring while we felt
the air transform. Without saying a word, he taught us
that music is sound. His playing was a slow boil;
he would build it up and then burst out with incredible
originality. He was full of humor, musically and
personally. I hung, learned, jammed, started playing
with R&B and jazz groups in nearby clubs.

I saw a sign on a street post on the Laney campus
offering a summer class in AfroCuban percussion.
Marcus Gordon was the instructor. He was blessedly
put in my path. We went straight into various forms
of rhumba and spiritually-based Cuban folkloric
music. As I often say, my musical path was born right
then and there, although I did not know it at the time.
Master vocalist and percussionist Orlando “Puntilla”
Rios arrived in New York from Cuba in 1980 and
brought ancient traditions here that had not been
accessible before. Many of us attribute any depth of
knowledge and experience to having been invited into
his world. We found in him our most valuable and
profound foundation for all to come.

TNYCJR: What were significant early milestones in
your career?

MR: Becoming next-door neighbors [1975-78] in San
Francisco with the great trumpeter/composer Baikida
Carroll, through whom I met and played with Julius
Hemphill, Oliver Lake, Julian Priester. Meeting and
hearing BAG and AACM members who stayed with
him during those years. Creating and performing with
the great cornet player, composer and conductor Butch
Morris. Jimmy Lyons of Cecil Taylor’s group telling me
I should move to New York. Playing at The Keystone
Korner on a double bill with my mentor Ed Kelly right
before moving to New York. Oliver Lake giving me my
first important performance opportunity in New York
at Carnegie Hall in 1979. Performing with my own
group for the first time in NYC at P.S. 41, featuring
Baikida on trumpet, Abdul Wadud on cello and Skip
Bernie on percussion. Meeting Puntilla; he became the
central figure around which I built my New Yor-Uba
ensemble. Recording with the Cuban songo group Los
Kimy. My first European tour with Billy Bang. Receiving
an NEA grant in 1983 for the birth of New Yor-Uba.
New York Times and DownBeat rave reviews. A three-
week European tour in 1984 with my 14-piece New
Yor-Uba playing the major festival circuit. Coming
home to a letter saying I had received an ASCAP Meet
the Composer Grant for Emerging Composers awarded
by Dizzy Gillespie, Marian McPartland and Lester
Bowie, leading to performances by the Brooklyn
Philharmonic plus quintet of improvise