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I? esonance Records is proud to present the fifth project of Wes Montgomery's work
released in full cooperation with his family. This project is very important musi-
cally, but this recording also raises an issue that normally we would not discuss in the liner
notes of an album: intellectual property rights. What exactly is a bootleg? | suppose you
could start by asking one pivotal question: Was the artist or his or her family paid for the
sale of a recording? If the rights holders aren't paid, you could interpret it as being such.
In the case of Wes Montgomery, there’s been a recording circulating for decades — a
live recording of the influential guitarist captured at the height of his powers on March
27, 1965 at the Théatre des Champs-Elysées in Paris, France during Montgomery's only
tour of Europe. Despite the greatness of this recording, it has been available solely as
a bootleg. Make no bones about it, the family has never received a single cent from any
bootleg release.

Resonance has been working for the last several years with the National Audiovisual
Institute of France (INA), a public institution which oversees the historic Office of French
Radio and Television (ORTF) archives, to unearth important documents of American jazz
artists who traveled to France. This is our second collaboration following the release of
Larry Young In Paris: The ORTF Recordings (2016). While reviewing the archives, we took
note of the existence of the Wes Montgomery Paris recording. We decided there were
compelling reasons to release it. First, we went back to the original session reels and made
a high-resolution transfer direct from the original tapes. This offered us an opportunity
to remix the original recording, providing a wider range of sound and, ultimately, a new,
improved aural experience.

For this album, we've gathered some important voices to discuss Wes and the recording.
To give us context and discuss the music, we have Wes Montgomery enthusiast Vincent



Pelote, the Director of Operations for the Institute of Jazz Studies at Rutgers University.
The pianist from the recording, the one and only Harold Mabern, then collects his memories
of working with Montgomery. We also hear from Associate Producer and INA's Chargé de
Mission Pascal Rozat, who writes about the significance of this recording from the French
perspective, referencing a conversation he had with the original promoter of the concert,
the legendary French radio producer André Francis. Finally, we speak with one of the great
voices on guitar today, Russell Malone, someaone who has been significantly touched by
Montgomery’s influence.

| became more conscious of this recording around 2010 when | was at the MIDEM confer-
ence in Cannes, France. | was fortunate to be able to take a meeting with the legendary
British jazz impresario Alan Bates, who ran Intercord—which distributed Riverside, Con-
temporary and other jazz labels in Europe—and founded Black Lion and Freedom Records
in the 1960s. He later purchased and revived the Candid label. When we shared a coffee
one afternoon, he explained to me that he was the one who organized this whole European
tour for Wes Montgomery. This recording exists in large part due to Bates and Wes' man-
ager, John Levy, arranging the tour.

Alan made it clear during our conversation that Wes did not like to fly and that he only agreed
to take the the trip when Bates assured him that after arriving, the rest of the tour would be
by train. It was during one of these rail travels— somewhere in continental Europe—that,
says Bates, they were stopped and questioned by the police. When asked what he was
doing, Wes said he was a guitarist. The police then made him take out his guitar and play
to prove he was telling the truth. That's the kind of experience we're accustomed to hearing
about with musicians in the American South at the time, but, clearly, Europe wasn't entirely
a bastion against racism.



Additionally, we have been very lucky to obtain many photographs taken at the original
concert by the legendary French music photographer Jean-Pierre Leloir, as well as other
photos from the same European tour by the acclaimed British writer/photographer Val
Wilmer and Italian photographer Robert Polillo. As usual, all of the elements are beau-
tifully woven together by our longtime designer Burton Yount, and of course the entire
project undertaking was made possible once again by Resonance’s steadfast patron of
jazz, George Klabin.

Join us as we release for the first time, Wes Montgomery /n Paris: The Definitive ORTF
Recording.

Zev Feldman
July 2017

ZEV FELDMAN IS EXECUTIVE VICE PRESIDENT & GENERAL MANAGER OF RESONANCE RECORDS

2xHD MASTERING [From original mono tapel: René Laflamme
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Wes Montgomery in Sanremo, Italy 1965 © Roberto Polillo/CTSIMAGES




BBC TV Centre London recording for “Jazz 625"
March 25,1965 © Val Wilmer/CTSIMAGES




THE BAND

'V' ontgomery's only European tour had him playing concert, club and festival gigs in
London, Madrid, Brussels, Lugano, Sanremo and Rotterdam, in addition to Paris. It

is believed that producer Alan Bates organized the Paris concert, to be held at the Théatre des
Champs-Elysées in Paris, France, on the night of March 27, 1965. Instead of throwing together
an “all-star” group, which often yields mixed results, Montgomery chose a working group
consisting of pianist Harold Mabern, bassist Arthur Harper and drummer Jimmy Lovelace. This
quartet had been working together for months, even as late as the February prior to their
European tour, as evidenced by DownBeat magazine mentioning the quartet's appearance at
McKie's Lounge in Chicago.

Wes (né John Leslie) Montgomery was born on March 6, 1923 in Indianapolis and was one of
three brothers (the others being pianist/vibist Buddy and bassist Monk) who pursued careers
as professional musicians. Montgomery was self-taught. He went out on the road for a year
in 1948 with the Lionel Hampton Orchestra, but for the most part stayed in Indianapolis play-
ing in local clubs. He first recorded for the Pacific Jazz label, but really set the jazz world on
fire when he signed with Riverside Records in 1959. He would eventually attain great com-
mercial success with his Verve and A&M recordings. When he died from a heart attack on
June 15, 1968, his version of the tune “Windy" was still on the pop music charts.

Harold Mabern, the only member of the group still alive as of this writing, was born on March
20, 1936 in Memphis, Tennessee. One of his early influences was fellow Tennessean Phineas
Newborn. Mabern played with Frank Strozier, George Coleman and Booker Little. By 1965 he
had learned orchestration from Bill Lee, moved from Chicago to New York, played with Harry



“Sweets” Edison, Miles Davis, Betty Carter and Donald Byrd, and had toured Europe with
Lionel Hampton's big band.

Arthur Harper Jr. (1939-2004) was born in Asheville, North Carolina and raised in Philadel-
phia. He studied music in high school where he performed with the Heath brothers, the Bryant
brothers and Lee Morgan. Harper went on to play with a number of jazz greats including Bud
Powell and Betty Carter, and was the bassist in trombonist J. J. Johnson's touring sextet for
twelve years.

Jimmy Lovelace (1940-2004) was born in Kansas City, Missouri. Besides performing with
Montgomery, he also played with Rahsaan Roland Kirk, George Benson, Junior Mance and
Tony Scott. He was a fixture at Smalls in New York City, usually appearing with house pianist
Frank Hewitt.

Johnny Griffin (1928-2008), who guests on three numbers, was already a resident of Europe
(emigrating there in 1963) when the group arrived. He was born in Chicago and began his
career touring with Lionel Hampton's band. Griffin recorded and played with a veritable
who's who of jazz including Thelonious Monk and Art Blakey. He previously worked with Wes
Montgomery in 1962 at the Tsubo club in Berkeley, California, documented on Montgomery's
live album Full House.



THE SONCERT

I he concert begins with Wes Montgomery's original composition “Four on Six” which

is his line on the harmonies of Gershwin's “Summertime.” The guitarist recorded his
composition on the 1960 Riverside album The Incredible Jazz Guitar of Wes Montgomery.
This version has a fiery solo that establishes the routine that Montgomery follows throughout
the concert: single notes, followed by octaves', then those amazing block chords? With its
crashing chords and Phineas Newborn-like runs up and down the keyboard, Mabern’s piano
style matches Montgomery’s fervor on this number and throughout the concert.

There are no studio recordings of John Coltrane’s “Impressions” by Montgomery — all
subsequent versions are either live or from broadcasts. Here, Montgomery effectively uses
call and response with himself and intense chorded riffs to build excitement in his solo.

Hugh Martin’s and Ralph Blane’s “The Girl Next Door” (originally “The Boy Next Door”) gets
a lovely, unaccompanied chord-melody opening treatment by Montgomery, who continues
with single notes with only bass and drums supporting him until he switches to his patented
octaves and is joined by Mabern. Montgomery is the only soloist and turns in a beatific per-
formance. Montgomery did a studio version of this tune on his first ever album with strings,
Fusion! Wes Montgomery with Strings (Riverside, 1963). Previous bootleg issues of this con-
cert mislabeled many of the songs; this familiar standard was once titled “To Django.”

“Here’s That Rainy Day,” by Jimmy Van Heusen and Johnny Burke, gets a Latin treatment
by the quartet. It is pretty much the same arrangement Montgomery used on the studio ver-

1 An octave is an interval between (and including) two notes, one having twice or half the frequency vibration of the other.

2 Ablock chord is a chord or voicing built directly below the melody either on the strong beats or to create a four-part
harmonized melody line in “locked-hands” rhythmic unison with the melody, as opposed to broken chords.

"



sion that he recorded twelve days before this concert (included on the album Bumpin®). The
big surprise here is the guitarist's rare use of double octaves in the beginning of his solo.

Montgomery's “Jingles” is taken at a much brisker tempo than on his 1959 Riverside debut
album, The Wes Montgomery Trio. Whereas that studio performance could be described as
cool (utilizing just organ and drums), this version is hot! The ease with which Montgomery
throws out those octaves and chords is unbelievable. Mabern has the unenviable task of
following the guitarist, but he acquits himself well on a tune that, by his own admission, he
found challenging to play. Finally, we get to hear from the talented Lovelace on drums, first
trading with the guitar then soloing.

“To Wane" is a Harold Mabern original composition dedicated to Wayne Shorter. The pia-
nist’s fleet-fingered introduction leads into the melody stated by Montgomery and Mabern,
after which the guitarist takes the first solo, starting with single notes at breakneck speed.
One of the technical aspects that bath critics and musicians marveled at concerning Mont-
gomery was his ability to play at these fast tempos just using his thumb. Mabern once again
has to match the intensity of Montgomery’s solo and he comes through admirably. With his
solo (and throughout this concert) Mabern further cements his reputation as one of the great
post-bop pianists. The cohesiveness of the group, which came from working together regu-
larly, is fully on display here — and boy do they swing!

Johnny Griffin (a.k.a. “The Little Giant”) joins the quartet on the Montgomery composition
“Full House.” The tenor saxophonist was quite familiar with this piece having played it with
Montgomery on the 1962 live Riverside album Full House. Montgomery solos first, tossing out
ideas left and right. Griffin enters coyly, but picks up intensity as he continues.

Round Midnight” is Thelonious Monk’s compoasition, which Montgomery recorded on The
Wes Montgomery Trio. After the guitarist’s very soulful rendering of the melody, Griffin comes



in for an impassioned solo before Maontgomery returns for his inspired improvisation on argu-
ably Monk’s best known composition. Dig the guitarist's unaccompanied coda!

“Blue ‘N Boogie,” a Dizzy Gillespie and Frank Paparelli composition, which Montgomery
and Griffin performed together on Full House, has the guitarist up first delivering a solid effort
complete with single notes, octaves and block chords in his solo. As good as the guitarist is
here, the real star is “The Little Giant,” who plays a blistering solo that eventually becomes
an unaccompanied tour de force, as Griffin works in quotes from “Jarabe Tapatio” (aka:
“The Mexican Hat Dance”), “The Hut-Sut Song” and “Turkey in the Straw.” At the end of
the piece, the band goes into its closing theme, Montgomery's “West Coast Blues,” while
the guitarist acknowledges the other musicians to the cheers of a happy and appreciative
audience.

“Twisted Blues” is a Wes Montgomery composition that made its first appearance on
the Riverside album So Much Guitar! from 1961. This version differs from the earlier one
in a number of interesting ways: the tempo is slower and Montgomery’s solo runs the usual
gamut of single notes, octaves, and chords. By contrast, the studio version is faster and has
a very boppish solo by the guitarist delivered entirely in single notes! Also note that this is
the only tune on the entire program that contains a bass solo. Harper delivers a rhythmically
varied improvisation before the band comes back in to finish the tune. Throughout this concert
Harper anchors the rhythm section; the re-mastering of the original tapes allows the contribu-
tion of the bassist to be properly heard for the first time.

Perhaps the AllMusic.com reviewer Thom Jurek nails it when he called this concert, “one of
the greatest live dates ever recorded from the decade.”

Vincent Pelote
DIRECTOR OF OPERATIONS, INSTITUTE OF JAZZ STUDIES, RUTGERS UNIVERSITY



REFLESTEONS ON THE RESEPTEON OF
WES MCNTSCMERY N FRANSE
IN MEMORY £ ALAIN TERCINET

| f we are lucky enough to be able to listen again to the only concert that Wes Montgomery
ever gave in France, we owe it first and foremost to the sagacity of the Office de Radio-
diffusion-Télévision Francaise (ORTF) radio producer André Francis. There was no doubt that
when he heard of the highly-anticipated arrival of the guitarist in Paris, he did not hesitate
long to send a recording team to the Théatre des Champs-Elysées to capture the auspicious
occasion.

Piously preserved at the Institut national de I'audiovisuel (INA) for more than a half-century,
these tapes have now been faithfully reproduced for this release, documenting perhaps one
of the most exciting jazz concerts ever recorded in the City of Light.

Even though Wes Montgomery had never been to France before — and would sadly never
come back — he was far from an unknown to French jazz lovers when he arrived in Paris in
late March of 1965. In November 1960, just one year after Montgomery's debut album for
Riverside, Demetre loakimidis wrote a particularly laudatory and clairvoyant article in Jazz
Hottitled “A new Charlie Christian?” In the following year, Wes made a thunderous entry into
second place in the readers poll of the magazine, just behind Barney Kessel, before taking the
top spot in 1962, where he remained without difficulty until 1966. Such a rise was surprisingly
rapid, if one thinks that the first of his records officially released in France, Movin® Along,
was not issued until December 1961! Finally, at the beginning of 1965, Wes received critical
acclaim with the prestigious Charles Cros Academy Award in the jazz category for the album
Boss Guitar. \While André Francis does not remember, it's likely this was the prize he solemnly
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presented to Montgomery on the stage of
the Théatre des Champs-Elysées as shown
in the photo by Jean-Pierre Leloir.

While Wes Montgomery was clearly iden-
tified as the leading jazz guitar player of
his generation, there was hardly unanimity
about his importance as a major artist: to
tell the truth, many critics of the time main-
tained a relative restraint. No doubt one
should not place too much emphasis on
Jean Wagner's negative review of Groove
Yard by the Montgomery Brothers in Jazz
Magazine from June 1963. If the author
intended to “demystify” Wes' style by
denouncing its “gratuitous technical effects” and its “very limited melodic invention” (a sur-
prising assertion to say the least!), this was an isolated statement. Michel Delorme — an
apologist for the guitarist in reaction to the earlier Jean Wagner quote — finds much merit in
The Incredible Jazz Guitar of Wes Montgomery, but nevertheless judges that “side two is less
interesting.” He deplores in particular the “empty exoticism” of “Mister Walker”: “There is
really nothing in this piece, except for a few measures of Wes' solo.” (Jazz Hot, October 1963)
While acknowledging his “fantastic technique,” Jef Gilson (pianist, composer and arranger)
and Claude Yenissei (clarinetist) heard Boss Guitar as a "record of circumstances,” “music
without personality or particular motive.” (Jazz Hot, July-August 1964) As for Jean-Louis
Comolli and Philippe Carles (twenty-three and twenty-four respectively at the time), they
wrote in their report of this concert in Jazz Magazine (May 1965) that “Wes Montgomery is
nothing more than an anecdote (exciting, but limited).”
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Reuvisiting this concert today — arguably one of the best capturing
Wes in performance — these reviews seem incomprehensible.
Let's try to put them in context. In the mid-1960s, French criticism
paid particular attention to the often radical changes in Ameri-
can jazz: the names of Omette Coleman and John Coltrane were
“hogt on everyone'g lips. Wes Montgomery's style was quite differe_nt
,,,M;;,(',m 0 (although he interprets the song “Impressions” by Coltrane, with
it R M8 whom he had played in 1961). He did not question the foundations
of jazz as they prevailed since the 1940s. Beyond the considerable

technical innovations that he brought to his instrument, his artistry

~——_ allows us to hear how he sought to develop a level of sublime refine-

ment in an otherwise perfectly defined aesthetic, which one might

today call straight-ahead jazz. While French critics hoped for the avant-garde, Wes Montgom-
ery was a classic — in the sense that Haydn or Mozart were classics — due to his infallible
sense of swing, natural elegance and the perfect construction of his solos. In a Jazz Hot article
titled “Wes the Perfect,” Pierre Lattes writes that “this musician does not bring the revolution
that some had announced, but still remains one of the best guitarists since Charlie Christian.”

With the notable exceptions of Gilson and Yenissei cited above, one can imagine that French
musicians, as a whole, cared little about this kind of controversy, starting with guitarists,
all of whom admired Wes without reservation. In their report, Carles and Comolli noted the
presence at the Théatre des Champs-Elysées of an important contingent of gypsies, among
them a certain “Joseph,” who could be none other than Joseph “Nin-Nin" Reinhardt, brother
of Django and a former rhythm guitarist of the Quintet of the Hot Club of France. While the
ghost of the divine Gypsy hovered over the concert, another legend of the European jazz guitar,
alive-and-well, was also in the room: René Thomas. Returning from London after a two-week

Top:



engagement at Ronnie Scott's club with Paul Gonsalves, the Belgian guitarist, accompanied
by his two children, paid a courtesy visit to his eminent American colleague. This historic
meeting was fortunately immortalized by the lens of Leloir. One wonders if the two musicians
(born four years apart) had previously crossed paths. It is not impossible, as Thomas had
been in Canada and the United States from 1956 to 1961. In any case, we can think that they
appreciated and respected each other. You can find a very inspired interpretation of “West
Coast Blues” on the album Meeting Mister Thomas, released in 1963 on Barclay Records.
There is something deeply moving about seeing the Lelair photo of these two modest guitar
giants standing together smiling. Did they ever play together? Again, we do not have the
proof, but one can dream...

The opinion of the critics is one thing, that of the musicians is another, but what about the
public? If the figures for the box office are not known, it is enough to hear the applause at
the end of “Four on Six" to judge that the 1,900 seats of the Théatre des Champs-Elysées
had to be at least well stocked that night, and the
surge of enthusiasm that accompanies the close of
the concert probably tells more about the genius of
Wes Montgomery than any professional criticism.

Pascal Rozat
July 2017, Paris, France

Thanks to Daniel Richard, Franck Bergerot, André Francis, Philippe Carles,
Claude Carriere, Eric Facon (Archives Jean-Pierre Leloir), Pascal Cordereix
(Bibliotheque nationale de France) and Alain Fantapié (Académie Charles Cros).

Wes Montgomery and René Thomas backstage at
the Théatre des Champs-Elysées on March 27, 1965.
Photo by © Jean-Pierre Leloir.
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EMPHASES ON SWENIINS
A CONVERSATION & HAROLD MABERN

ZEV FELDMAN: Will you tell us about how you started playing with Wes Montgom-
ery and how the European tour came together?

HAROLD MABERN: During that time, our manager and booking agent was John Levy, a very
smart man who used to play bass with George Shearing. He had most of the top acts, you
know, Cannonball Adderley, Ahmad Jamal, Ramsey Lewis, Nancy Wilson, Joe Williams. He
booked a European tour for Wes. | had been playing off and on, | was between jobs with
Joe Williams. So John Levy said to Wes, “Who do you got in mind to play the piano?” Wes
said, “Well, what about Mabern?”, because | was already part of the family, you know, and
next thing | knew he said we're going to Europe. | said, “Well, who's in the group?” He said,
“Jimmy Lovelace and Arthur Harper.” Which was fine with me because | played with Arthur
Harper with J.J. Johnson, and | had played a little bit with Jimmy Lovelace. | felt we really
brought a lot to that band because the three of us always put emphasis on swinging, you
know. With some of the guys now, young guys, swinging has become obsolete — which is
strange to me (Laughs). We had a wonderful time.

What was it like the first time you guys played together? Was there an instant
chemistry with the band? Did anything surprise you?

[t was an instant chemistry, but | was terrified because of the fact that Wes didn't read music.
Wes also played a lot of those, what we called, “guitar keys,” like E minor. Keys didn't matter
to him, so | knew | was going to be challenged, you know. The hardest song in that book
was “Jingles,” and that was in the key of E minor. Other than that, he made everybody feel
comfortable. There was no “bandleader” kind of attitude with Wes. There was no “This is my



band!” And if you made a so-called musical mistake, he would just look at you and smile. He
wouldn't look at you to say “How dare you!" In other words, he respected that if you didn't
know that you had made a musical mistake, it wasn't up to him to tell you.

What was it like touring with Wes?

| always say, there are not enough adjectives to describe how he was and how his playing
was, because he was a guitar genius and he loved music. | wouldn't see him until the gig,
because he’d be in the room all day practicing. It was all about the music. He would say
to me, “Mabern, you're a bad cat, man!” And | would say, “Well, I'm just trying to keep up
with you,” which is what | was doing. | really had my hands full. And he wouldn't do things
to trick you, he would just say, “Hey Mabern, play this with me.” So | had to be sharp with
my ears. I'm self-taught, but I've learned how to read music.

So it was really wholesome, and the people loved it. | remember the last gig in the states was
at the Plugged Nickel, and people came out with tables of food. | never saw anybody that
they responded to like that, but Wes and Lee Morgan. | mean, home-cooked food. Chicken,
greens, pies, cake. And he paid me so much money during that time, that when he left |
was still counting the money! He would say, “I'll see you on the next gig.” He was really a
wonderful human being.

Let's talk about this recording from 1965, which was actually recorded three months
before Smokin’ at the Half Note. What was it like listening to this music again more
than fifty years later?

| remember we had a wonderful time because the music was so fresh, and he always had a
way of coming up with little beautiful arrangements to songs like “Here’s That Rainy Day.”
He conceived that arrangement in Chicago at McKie's Lounge. To this day, all the musicians



love that arrangement. Most of the stuff was spur of the moment; that's what made it fresh
then, and it’s still fresh now. That's why it sounds happy — because we were happy, and it
was all about the music.

What impresses me is that it was such a cohesive unit.

| felt the rhythm section was very tight. We didn't set out to be that way, it's just a natural
thing. If you have three people, any rhythm section, if the bass player and the drummer are
hooking up, then everything else has to go well.

How many gigs did you guys play together as a group before you went over to
Europe?

Very few. If I had to take a guess, | would say maybe ten gigs. Harrisburg, Philadelphia, Chicago,
a couple other places. We never did play together in Indianapolis. So we only played a few
gigs, then the European tour came up and we headed out. Then when we came back, Wes
had two pianists. His brother Buddy and myself. We would alternate shows. Buddy still
wasn't flying. What would happen, | would fly to Chicago and make that gig, Buddy would
drive to Los Angeles, then | would fly to the next gig. So we were still splitting the work up
between Buddy and me, which was okay with me because it was a lot of work. We had about
almost seven months” worth of gigs lined up.

Do you have a favorite tune from this set?

Yeah, “Jingles.” To this day, “Jingles,” because it was challenging, you know, and “Full
House" naturally, and “Twisted Blues.” But “Jingles,” | couldn't believe how somebody could
come up with a song like that in such a hard key. So that's definitely my favorite song of the
whole set.



Please tell us a little bit more about your original composition “To Wane?”

I kind of lifted a little bit of the melody. That was a record of Art Blakey and Wayne Shorter.
I'm a great Wayne Shorter fan. | played a lot with Wayne locally, with Roy Haynes, but
the only documentation of us together is on Lee Morgan's album The Gigolo. So Wayne
had played this solo on Curtis Fuller's song “Alamode” (from the 1961 Impulse! album Art

playing, and | took part of that and turned it into my song, and | called it “To Wane,” mean-
ing to wane like the moon. That's my dedication to Wayne Shorter.

How would you describe Arthur Harper and Jimmy Lovelace?

Two wonderful, beautiful musicians, and we all got along good on the bandstand and off
the bandstand. That's a rare kind of thing. As you probably know, unfortunately, years ago
guys could play together, but off the bandstand — | hate to use the word “hate” — but they
disliked each other. But with us, we loved each other. We never had any problems.

What was it like playing with Johnny? What did he add to this band?

It was a pleasure playing with Johnny Griffin, because | knew him in Chicago, we played a lit-
tle bit together. It was a good experience playing with him and Wes, but | like Wes better with
just a quartet or with an organ player like Jimmy Smith or somebody. What Johnny played
didn't distract from the music, it's just that you get used to the quartet sound, you know.

Here's another thing about Wes Montgomery. A lot of guitar players when playing with a
piano player, they like to comp behind you. One chorus is okay, but after that, you want the
guitarist to lay out because it can lock you in. Wes had a way, he could comp behind me and
it never distracted me. | can't even explain it. He never got in my way.






I'd like to ask you about bootleg recordings and intellectual property. As you know,
this recording from Paris has been available as a bootleg for decades, but neither
the Montgomery family nor you have ever been paid for it until now. What are your
thoughts about this?

Well, my thoughts are that if you do some work you should be paid for it. Simple as that.
If you make a record, you should be paid for it. | don't have to say anything more than that.
You've gotta do the right thing, o, if you're not doing the right thing, you're doing the wrong
thing. Musicians should be paid for their work, whether it's a lecture or a record date, paid
rehearsal, whatever. Simple as that.

Any final thoughts you'd like to share about Wes or this recording?

Only that he was a tremendous human being, a genius musician, a pure in heart person, and
| always think about him. John Leslie Montgomery.

HAROLD MABERN IS AN ACCLAIMED, MEMPHIS-BORN PIANIST WHO HAS COLLABORATED WITH, AMONG
MANY OTHERS, MILT JACKSON, MILES DAVIS, GEORGE COLEMAN, LEE MORGAN AND BETTY CARTER. HE HAS
BEEN RECORDING SINCE THE LATE-FIFTIES.

Johnny Griffin, Alan Bates and Wes Montgomery at the Théatre des Champs-Elysées in
Paris, France on March 27, 1965. Photo by © Jean-Pierre Leloir






SHAKE UP THE WCRLD

RUSSELL MALONE £ WES MONTGOMERY
ZEV FELDMAN: Tell us what it was like the first time you heard Wes Montgomery.

RUSSELL MALONE: | was about 12 years old. Of course, the first guitarist | heard, as far as jazz
goes, was George Benson. There was a gentleman in my church who saw that my interest was
shifting in that direction. He said, “You like this kind of guitar playing?” | said, “Yeah.” He said,
“Well, come by my house, | got something | want to share with you.” The guy’s name was Dea-
con Butch Claude; he also played a little guitar and was just a multi-talented guy. And he loved
jazz guitar. So | went to his house one day after school, and he laid two records on me. The first
one was Smokin’ at the Half Note, and the other one was Boss Guitar. | was completely floored
by what | heard. | went out and bought as many records as | could by Wes Montgomery, and
| did as much reading up on him as | could because, back then in the 1970s, you didn't have
the Internet where you could just Google information. You had to go to the library and read up
on him. | found out he was from Indianapolis and that he was influenced by Charlie Christian.

The thing that was so great about Wes was when | heard him, | liked him immediately. With
food, sometimes you have to get used to it to acquire a taste for it, but with Wes Montgomery
it was kind of like eating ice cream. When you're a child, you eat ice cream for the first time and
you like it immediately, and that's the way it was for me when | first heard Wes Montgomery.
Certain people just make that instant connection with you.

What did you learn from Wes' music that you took with you as you developed as a
jazz guitarist?

Well, one of the things that stuck out was that, even though a lot of what he was doing —
heck, all of what he was doing — was over my head, it didn't feel that way. | didn't feel like
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“Jingles” and the Harold Mabern tune “To Wane.” And the way he played the song “The Boy
Next Door.” Because a lot of people comment upon Wes' ability to stretch out and just play
and build a solo, but man, when he played a ballad, it was definitely coming from here (points
to his heart). The thing | like about him is that he didn't embellish the melody too much. | really
like that because I'm a stickler for the melody.

Then there’s also the sound that he got out of the guitar. The sound is the first thing that you
hear. It's like your vaice, that's why some speakers are more compelling than others. You got
a guy like Orson Welles, James Earl Jones, or Basil Rathbone. When you hear those people
talk, it's the sound of the voice that gets your attention and makes you want to pay attention to
what they're saying. Or in a musician’s case, what they're playing. See, Wes" sound was like
his voice, and that's what got you.

Let's talk about Johnny Griffin. Of course he was on the Full House album from the
Tsubo club, but what kind of energy does he bring here to the Paris concert?

He and Wes played so well together on Full House, the way they phrased those melodies, and
you can definitely hear that they were inspired. Because Johnny Griffin, when he played, you
either had to --- or get off the pot! And Wes was ready, he was there. Johnny and Wes played
very well together, but hanestly, | like to hear Wes without a hor player, | just like to hear Wes.

Do you have any stories to share about any of the other musicians in the hand—
Arthur Harper, Jimmy Lovelace and Harold Mabern?

The first time | played with Arthur Harper, | came through Philadelphia with Harry Connick Jr.
We heard about this place Ortlieb’s where | think Shirley Scott was running the jam session. |
said, “Is that the Arthur Harper, the guy that's on those WWes Montgomery records?” They said,
“Yeah.” So | said, “I gotta play with this guy.” So | ended up playing a couple of tunes with him.



He was a solid, swinging guy. He didn't play anything too way out or crazy, but he just laid the
groove down, and sometimes that's all you need.

And Jimmy Lovelace, | got to play with him. He liked the way | played. He heard me play one
time and the first time we played he said (speaking real soft), “Nice sound, nice sound. Solid.
Solid.” That was his favorite catch phrase, “solid, solid.”

I tell you, man, | couldn't help but try to reference Wes a little bit when | played with those
guys. I mean, | know you need to be yourself in this music, but | couldn't help but reference
Wes a little bit.

| first met Harold Mabern about 30 years ago. | think | knew him a little better than the rest
of those guys because | got a chance to spend some time talking with him, and we played
together a few times. | knew who he was because | gat hip to him on the Wes Paris recording,
and then there was another record called Body Talk by George Benson. Mr. Mabern is playing
electric piano on that record, and talk about killing it, man, funky as all get out! That was some
of my earliest exposure to Harold Mabern.

I would see him at Bradley's, because that was the place where all the guys hung. You might go
there on any given night, you might see Mr. Mabern sitting at the bar, listening to you play; he
and George Coleman, all those guys. And if you were a young guy who didn't have it together,
they'd be sitting over there waiting on you, looking at you like this (makes face) and waiting
to dress you down and tell you all the stuff that you did wrong. (Laughs) Everything that you
did wrong.

Harold Mabern is like a walking encyclopedia of melodies. And not just jazz tunes, but pop
tunes, he knows all kinds of music. This man finds melodies all over the place. He might play
anything. He might quote anything while he’s impravising and make it fit, make sense. He's a
bad man. Harold Mabern does burn!



This Paris recording has been bootlegged for decades, but this marks the first time
the Montgomery family and the musicians will be paid for it. What are your thoughts
on hootlegs and the importance of protecting an artist's intellectual property?

This release is great because there are so many treasures out there that we have not heard.
| heard this music as a bootleg a long time ago, but there are a lot of people who haven't
heard it. On the other hand, | think it's a travesty when the family of the artist doesn't get
compensation. It's a beautiful thing that you guys are doing, making sure that Wes’ family is
compensated. That shows that there is still some integrity left in the music business.

Any final thoughts you'd like to share about Wes Montgomery and his legacy in this
music?

The man was, and | hate to use terms like gifted, but he was gifted. Started playing guitar at
the age of 19, you know, and then he accomplished so much in such a short period of time. It's
like whatever is controlling this, they pick this person, people like Wes Montgomery, Charlie
Christian, Django Reinhardt, Art Tatum — people who were here for just a short period of
time. Like they were selected to come here and just mess up everybody's head. To shake up the
world, and then once they were through, whatever or whoever is controlling, they say, “Well
done, that's enough, let’s go.” Wes was a special person.

RUSSELL MALONE IS A CELEBRATED GUITARIST WHO, IN ADDITION TO LEADING HIS OWN BANDS AND
RECORDING SOLO ALBUMS, HAS WORKED WITH JIMMY SMITH, RON CARTER, HARRY CONNICK, JR., SONNY
ROLLINS AND DIANA KRALL.



1. THE GIRL NEXT DOOR (6:37)
2,
J.

9.

R. Blane, H. Martin

HERE'S THAT RAINY DAY (8:26)
J. Burke, J. Van Heusen

JINGLES (12:26)

W. Montgomery

. T0O WANE(11:03)

H. Mabern

. FULL HOUSE*(10:42)

W. Montgomery

. ‘ROUND MIDNIGHT*(9:17)

T. Monk, B. Hanighen, C. Williams

. BLUE'N BOOGIE/WEST COAST BLUES* (13:05)

J. Gillespie, F. Paparelli

. TWISTED BLUES (13:29)

W. Montgomery

FOUR ON SIX (6:26)

W. Montgomery

10. IMPRESSIONS (10:10)

J. Coltrane
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THE 2xHD FUSION MASTERING SYSTEM

In the constant evolution of its proprietary mastering process,
2xHD has progressed to a new phase called 2xHD FUSION, inte-
grating the finest analog, with state-of-the-art digital technology.

The mastering chain consists of a selection of high-end vacuum
tube equipment. For the recordings on this album, the original 74"
15 ips CCIR master tapes were played on a Nagra-T tape recorder,
modified with high-end tube playback electronics, wired with 0CC
silver cable from the playback head direct to a Nick Doshi tube
head preamplifier. The Nagra T, with its four direct drive motors,
two pinch rollers and a tape tension head, has one of the best
transports ever made. A custom-built carbon fiber head block and
a head damping electronic system permit 2xHD FUSION to obtain
a better resolution and 3D imaging.

Theresulting signal is then transferred into high resolution formats
by recording it in DSD 11.2 MHz using a Merging Technologies’
Horus Ato D converter. All analog and digital cables that are used
are state of the art. The 2xHD FUSION mastering system is pow-
ered by a super capacitor power supply, using a new technology
that lowers the digital noise found in the lowest level of the spec-
trum. A vacuum tube NAGRA HDdac (DSD) is used as a reference
digital playback converter in order to A and B with the original
analog master tape, permitting the fusion of the warmth of analog
with the refinement of digital.

2xHD was created by producer/studio owner André Perry and
audiophile sound engineer René Laflamme.

www.2xhd.com
Pure Emotion



