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recordings of the Bill Evans trio from May 12 and 19, 1966, at the Penthouse jazz club in
&Jl][ - Seattle, Washi Over the last thi and a halfyears, I've been lucky to work with
the Puzzo family and radio host-engineer Jim Wilke in releasing numerous recordings
THE from the club’s archives, tapes that were recorded all those years ago in the 1960s.
FIRST These ings are quit: ial because the are from the very first
TOUR tour of Bill’s trio with the recent additions of legendary bassist Eddie Gomez and
Joe Hunt. Th ion with Gémez is no secret as it’s the longest tenure by a trio

‘member in the history of Evans’s career, a period that stretched from 1966 through 1977. These
Penthouse performances go all the way back to the known
recordings where we're able to hear Gémez and Evans together.

T'd like to thank the terrify ding and engineer thew Lutthans for th kabl
job he did on the audi ing what were already g i qualif i
from the original brondcasts onKING FM on May 12 and 19, 1966.

For this release it’s always an honor to have and je ist Marc M} board
to tell this story. As you'll read in his essay, “Mr. In-Between Gets His Due,” Marc describes in great
detail the connection between Evans, Gémez and Hunt. Then, I had conversations with Gémez
and Hunt to discuss their recollections from this first tour, and also talked to Jim Wilke about his
‘memories of this amazing 10-day run at the club with Evans. All of their recollections are included
here in the form of written statements.

Lastly, as ‘who follows releases knows, we always love speaking with an
artist of note who has been impacted by Evans and his legacy. This time we were happy to speak with
jazz icon Bob James, who shared his feelings about Evans and his music over the course of a very
compelling conversation.

It's never lost on me how fortunate I am to once again join forces with Evan Evans of the Bill Evans
Estate to present officially, and incredibly enough, my 14th Bill Evans production in cooperation with
the family. I take great pride in these releases and couldn’t be happier with how it turned out. I hope
you feel the same.

ZEVFELDMAN
May 2025
Montgomery Village, MD



MONTEREY

JALL

FESTIVAL |



I.WE A'I' ‘WHEN RADIO HOST JIM
‘WILKE recorded the music
TH[ P[NIH“”S[ on this album at Seattle’s
Penthouse jazz club in May
MR. IN- 0f 1966, pianist Bill Evans
BETWEEN had just started working with
GETS HIS bassist Eddie Gémez and
DUE drummer Joe Hunt. Justa
BYMARC month earlier, on April 12,
MEYERS Gémez and Hunt had joined

Evans for the first time at
Chicago’s London House for a two-week tryout.
Both musicians came recommended by guitarist
Jim Hall, who had just recorded the first half of
the Intermodulation session with Evans. Hall
thought Gémez and Hunt would be ideal for the
pianist, having worked with them earlier in the
year at Lennie’s on the Turnpike just outside of
Boston and then at New York’s Village Vanguard.
So the album you're holding is not only the first
known recording of this trio but also Evans’s
first known recording with Gémez, who would
remain with Evans for 11 years, until 1977.

By the time Gémez arrived for his first gig with
Evans in Chicago, the 21-year-old bassist had
come up through the Newport Festival Youth
Band, attended Juilliard and recorded with
pianist Paul Bley, the Jazz Composer’s Orchestra
and the New York Art Quartet. Hunt, at age
28, had worked and recorded extensively with
George Russell, Don Friedman and Stan Getz.
Evans was 36 and had led two celebrated trios —
the first with bassist Scott LaFaro and drummer
Paul Motian and the second with bassist Chuck
Israels and drummer Larry Bunker. As Israels
told me for these notes, he left the trio in March
0f 1966 to study with composer-pianist Hall
Overton. Bunker, he added, departed at around
the same time to be at home in Los Angeles
'with his wife, who was caring for her ill father.
Bunker also wanted to stay put and earna
steady, solid living there as a first-call studio

ician, Evans needed

“Prior to Chicago, I had met Bill a couple of
times,” Hunt recalled in an interview for these
liner notes. “Chuck Israels and I had played

together in the summer of 1960, backing
clarinetist Tony Scott and Bill in concert at
Indian Hill, a music camp Chuck’s parents ran
in Stockbridge, Mass. That summer, Chuck also
introduced me to Bill’s new album, “Portrait

in Jazz.” Four years later, I recorded for Verve
with Bill and Chuck, when I was in the Stan Getz
Quartet with Gary Burton. We recorded only
three songs. The chemistry wasn’t great and the
tracks have never been released.”

After the Chicago tryout in 1966, the new trio set
out on a multi-month tour with stops along the
‘way to the Pacific Northwest before they headed
south along the coast to Los Angeles. The 10-day

in May 1y in the
tour and the new trio required an adjustment
along the way. “Eddie and I had some exposure
to free jazz and brought that open feel to our
playing, especially Eddie on his solos,” Hunt
recalls. “Bill wasn’t a fan of free jazz and initially
didn’t know how to accompany Eddie’s free-feel
solos. At this point, Bill didn’t play much during
Eddie’s solos, so I became a facilitator —a Mr.
In-Between, if you will—laying down straight-
ahead rhythms that let Bill figure out how to
sneak in with chords as Eddie soloed using
flurries of notes.”

if Bill liked what he heard, he’d chime in with
chords and a few notes. If he wasn’t happy, there
‘would be silence, so if I heard nothing from him,
Ifigured I was on the wrong track.”

Evans adapted to G
At first, he didn’t play at all during the bassist’s
solos. “Little by little, Bill figured out what to
do— — and began to
him with chords and then added notes. By the
time we reached the Penthouse, Bill was more
comfortable.” Hunt was familiar with the club,
having played there with Getz. “It was a friendly
space with brick walls, a great sound and cool
listened i 1y and
reacted. By contrast, the London House was a steak
place where audiences had been noisy. Bill had to
tell them to be quiet one night, which was rare.”

Asyou can hear, by the time the trio arrived at
the Penthouse on May 12, they had pretty much
gelled. Gémez plays largely in his style, but you
can hear in places where Evans’s participation
during solos was light and how Hunt’s brushes
functioned as a bridge for Evans to cross. Also
interesting is that Hunt didn’t take along solo
on the songs, which is particularly noticeable
on “Nardis,” which had already become a drum-
solo showcase at clubs and on stage. “Ididn’t

D¢ i ion was key. on

the road, Gémez and Hunt would play together
in hotel rooms. “I'd take my brushes and play on
awastebasket, and we'd practice together. Eddie
is such a fantastic musician. He'd listen like a
hawk and even cover my mistakes. We got pretty
good at playing together, allowing us to work in
tandem without Bill. Then it was just a matter of
‘me giving Bill a rhythmic pathway during gigs to
meet Eddie’s h until he grew d
toit”

That path was gradual, with Evans wondering
from his piano bench if the two musicians
‘were going to work out. In this regard, Gémez

want to solo,” Hunt recalls, “In that
trio, I felt I was an accompanying drummer.
It’s not a matter of technique; it’s a matter of
concept. I think when a drummer has that solo
mindset, people sense it. Philly Joe Jones, of
course, had that, and his playing was much more
dramatic. It was fabulous, too. My playing didn’t
have that ‘here I am, take it or leave it’ approach
in the trio.”
Overall, the music on this album features Evans
in his percussive-poet period, his fame already
established. By 1966, he had been nominated
for four Grammy® awards, winning one for
“Conversations with Myself” (1963), and he

and Hunt’s hotel Jjams were ial,
since their survival hung in the balance. “At
the London House, I felt that Eddie and I were
under Bill’s microscope. I'd never played gigs in
a piano trio before, so it was tough. In Chicago,

‘was critical praise both at home and
abroad. His playing on this album is fluid, joyous,
introspective and, for the most part, perfectly
paced, particularly on the May 12 tracks.



It’s also exciting to hear Gémez’s earliest

work with the trio as he meets Evans’s needs
but insists on being himself. And Hunt lays
down a brush style unlike any of Evans’s other
drummers, who tended to be more pronounced
and conversational. Instead, Hunt’s brushwork
‘was more subtle, delivering hiss and shimmer
with atender, determined touch.

The album kicks off with an introduction

by Wilke, who hosted and produced twice-
weekly live broadcasts from the Seattle club

on KING-FM, starting in in 1962, thanks to
the cooperation of owner Charlie Puzzo and a
dedicated phone line from the club to the radio
studio, which was nearby. Fortunately for us,
‘Wilkie made tapes of his programs and archived
them so he could listen the next day to evaluate
hi ing style, mi

and the music.

The opener is Earl Zindars’s “How My Heart
Sings,” first released on Evans’s 1964 album

of the same name, with Israels and Motian.

At the Penthouse, we have a joyous, relaxed
version, notable for how Gémez picks up on and
interprets Evans’s figures in his accompaniment
and during his bass solos, and for Hunt's shift
from a pronounced snap with the trio to a more
subtle brush spray under Eddie’s solo.

Evans first recorded Thelonious Monk’s “’Round
ina ip role on Ct
with Myself (1963). On the Penthouse album,
Evans plays the nocturnal ballad with gripping
suspense and sensitivity, picking up the pace in
places for drama and contrast. Gémez’s solo is
equally compelling as he shadows Evans’s taut
h with Evans ing him with
chords. A bit of audio feedback seeps in before
Evans adds a moving build on the final chorus
fed by Hunt’s drums.
Harold Arlen’s music for “Come Rain or Come
Shine” was first recorded by the Bill Evans Trio
on Portrait in Jazz (1960), with LaFaro and
Motian. Evans’s 1966 rendition is measured
and Gémez’s plays it straight, in keeping with
LaFaro’s approach. The song swings and Hunt’s

brushes stay ahead of the beat, flicking at the
snare drum and cymbals.

“Nardis” is spectacular. The composition

had already become a staple of the trio’s
performance repertoire. Even Evans’s live
rendition at New York’s Birdland in 1960, with
LaFaro and Motian, featured an extended
drum solo. The fact that the Penthouse’s
version features a brief drum solo rather than
an extended one makes it unusual. “I studied

Bricusse and Anthony Newley’s tune on Trio
‘65. On Bill Evans at Town Hall recorded three
months earlier, the pianist had already begun
using a dramatic run-up to open the song. The
Penthouse version swings lightly, and Hunt’s
brushes play fragments to nudge it along.
Gémez’s and Evans’s exchanges during Gémez’s
solo are stellar. When Evans returns following
the bassist’s solo, his playing is flawless
and sprite, weaving in block chords while
figures with Hunt’s drums. On this

classical music in college, Iwasina h
orchestra for three years, and I was fascinated
with orchestral music, performing as an
accompanist,” Hunt said. “T also had a wonderful
Jjazz background, living in Detroit for a year and
playing with pianist Barry Harris and other
great beboppers there. With Bill’s time and feel,
you've got to put it right where he wants it or

he won’t buy in. In this role, a drum solo was
unnecessary. I preferred to be free to come and
go in support of the musie.”

The May 12 closer, Zindars’s “Elsa,” was named
for the lion in “Born Free.” The late Anne
Zindars, the composer’s wife, told me a few
years ago that Earl loved the book and the movie.
Evans rolls through the song with sensitivity
and gusto. Gémez’s solo is particularly engaging,
with Evans’s accompaniment busier than on
other tracks. On the song’s back end, Evans sails
along, clearly pleased with Gémez’s playing,
lightening up toward the end to let the bassist in
again before winding down.

The May 19 set opens ‘with one of Evans’s most
moving “Time bered.”
The Penthouse rendition is played with poise,
rising and falling artfully before Gémez

takes a scampering solo. Given Evans’s busy
accompaniment, the pianist clearly loved what
Gémez was playing and had a full understanding
of his singular approach. The back half is
particularly lush, with the song quietly
disappearing at the end like a pleasant memory.
Evans jumps right into the popular Broadway
song, “Who Can I Turn To” without an
introduction, similar to how he treated Leslie

track, all three players become one.

This tender version of “Detour Ahead” —a
song credited to Herb Ellis, Johnny Frigo and
Lou Carter while they were in the Soft Winds
trio together in 1948 — hearkens back to the
rendition on “Waltz for Debby,” the famed
second album of live material recorded in June
1961 at the Village Vanguard. That version,
with LaFaro and Motian, was notable for the
musical interchanges between the pianist and
his bassist. At the Penthouse, Evans plays the
first chorus soft and gentle, with Gémez’s bass
pulsing to lend Evans support. Then Evans shifts
into double-time, with Hunt's brushes stirring
him along before Gémez plays a straight-ahead
solo, a fitting tribute to LaFaro.

Traditionally taken at a fast tempo by all

Bill Evans trios, as if to emulate dried fall
foliage rustling in the wind, “Autumn Leaves”
here is played even faster and is noticeably
brief. Judging by Evans’s decision to lay out
completely during Gémez’s solo, we can assume
the pianist wasn’t sure how to jump in at that
pace or wasn’t thrilled with the rocketing
tempo. “Autumn Leaves’ didn’t work well,” Hunt
acknowledged. “Once we started, I got a bit on
top of the beat, which I liked to do sometimes.
But when I did, Eddie started playing faster,
which lit a fuse under Bill. It got crazy. Going
forward, I'd be more careful about getting on top
of the beat. Once Bill and Eddie took off, there
was no bringing them back”

The May 19 version of “How My Heart Sings” is
taken at a brighter clip than the earlier version.
Of note is Evans’s introduction, which may be



the shortest and shrewdest of his career —a
three-note downbeat and two-note upbeat
(listen again, because you probably missed it).
The song’s feel rocks from side to side, like a
canoe, and Evans’s solo is chirpier and more
rambunctious. It also picks up speed, with Evans
laying down chords and i

runs. Eddie’s solo is equally spirited, riding
atop Bill’s accompanying chords. Coming out of
Eddie’s solo, the trio dashes to the finish. “Once
the three of us were in sync as a trio,” Hunt said,
“I found I didn’t have to keep playing all the
time, which was cool, since Bill and Eddie were
comfortable on their own. I think there’s alittle
bit of that on the May 19 Penthouse tracks.”

The album closes with “I Should Care,” a 1944
song with music by Axel Stordahl and Paul
‘Weston. Evans began playing it during the
recording session for Moon Beams (1962)

and had recorded a perfectly paced version

on Bill Evans at Town Hall. The Penthouse
rendition moves like a dart, with Gémez and
Hunt hanging onto Evans’s proverbial bumper.

After the Penthouse stay, the trio gigged its way
south to San Francisco and Los Angeles, where
they played at Shelly’s Manne-Hole. “One night,
akid and his friend came back during a break to
tell us they were fans and dug the music,” Hunt
remembered. “Bill wasn’t around. After they left,
somebody said to me, "You know who that guy
was? That was Bob Dylan.’ I said, ‘Gosh, I wish
I'd known that. I'd have told him, ‘Hey, I dig your
music, too. I'm sure Bill would have loved to
have met him. He loved stars.”

Hunt’s departure from the trio in 1967 came
after a series of unfortunate events that began
in the fall 0f 1966, when Evans, Gémez and
Hunt went into Rudy Van Gelder’s New Jersey
recording studio. “Bill wanted to record new
music, but he’d only written one or two new
songs,” Hunt said. “But he didn’t have a strong
repertory planned. In addition, producer Creed
Taylor came up to me and said he wanted us

to record ‘Lara’s Theme, from the 1965 movie
Doctor Zhivago [MGM owned Verve at the time
and co-produced and distributed the film].

I thought that was nuts. I said to Creed, We're
not going to do it. This is Bill’s session and it

should be his choice of music. You shouldn’t ask
him to play that’ Creed was pissed off and the
next thing I knew, I was fired.”

As Hunt's replacement, Taylor brought in Shelly
Manne. “Instead of recording what would have
been Trio ‘66, with me on drums, Taylor and
‘Verve released A Simple Matter of Conviction,
with Shelly. Ilearned my lesson. Don’t mess
with producers. Later, in Hollywood, Shelly
apologized to me and took two nights off and
gave me the weekend subbing for him with his
‘band — Shelly Manne and His Men. [ had a ball.”

After recording A Simple Matter of Conviction,
Evans and Gémez left for a tour of Scandinavia.
Evans hired Danish drummer Alex Riel rather
than take Hunt. “When Bill returned, he
apologized and said it was an economic thing. But
back in New York, in early 1967, he started using
other drummers, as well as me, including Arnie
‘Wise. He still hired me for gigs at the Vanguard in
January, February and March of 1967

But by then, Evans was looking for Hunt's
replacement. “During our dates at the
‘Vanguard,” Hunt said, “Bill would have
drummers show up to audition using my drum
kit, which pissed me off. I was already angry
about not going to Scandinavia. Then Philly Joe
Jones regularly sat in on my gigs, whichwas a
great lesson for me. He wound up with the job.
Bill loved his in-your-face style of playing.”
Perhaps most disappointing of all for Hunt
‘was that he never appeared on a commercially
released album by the trio, despite being

the drummer, on and off, for just over a year.
Now that has changed with the release of the

RECORDING SHOWS AT THE
PENTHOUSE; fiddling around
with EQ and working with
other recording values was as
much of the experience of
actually being there as you
could get, I think. People

commented, “I remember being at The

Penthouse that night. I can feel the

audience me.” That was always great to hear.

Listening to this material, it’s a real good feeling.
It really brings back that feeling, that intimate
small club association that jazz artists of that
era excelled at. We were lucky to have a club in
Seattle that was booking the kind of talent we
booked. We had everybody from Bud Shank to
Art Blakey.

The Penthouse was a small club, 180-seat
capacity or so. But no one was farther than 40
feet from the bandstand and the bandstand was
only one step up from the floor, so it wasn’t like
there was a big stage. It was more like being in
aliving room with the people wrapped three
sides around the band, as many on the wings

as up front. It was an intimate, small-group
experience that really got you front and center.

Bill Evans’s shows were beautiful. T had such
admiration for him. We all did. He was sucha
beautiful player. We had so much anticipation
for his at The Penth not only
because of his work with Miles and others,
but because he’d made those beautiful trio
albums. For him to have 10 days in the club was
for the jazz in Seattle.

Most of our bookings were for 10 days — two

Penthouse recordings. ‘T'm glad this ing is
out with great fidelity so fans can hear what we
sounded like. It’s a solid representation of what
I was doing with Bill and Eddie” [April 8, 2025]

Marc Myers is a music and arts contributor

at The Wall Street Journal, the founder of the
award-winning blog JazzWazx.com and the author
of Why Jazz Happened.

kends and the inbetween. We
had blue laws, so clubs could not serve alcohol
on Sundays. Consequently, the schedule was
Thursday, Friday, Saturday. Then Monday,
Tuesday, Wednesday, Thursday, Friday,
Saturday. And that was a 10-day stretch
with Sunday off. I did our first broadcasts
on Thursdays. I didn’t want to do them on
weekends because of the extra strain on the
club; they needed every seat for some of these
artists who drew particularly well and also there
'was the question of getting in and out and doing
the broadcast. It was just easiertodoitona
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‘weeknight than on the weekend. That’s why we
chose to do them on Thursday nights because
that way, we had just a skosh more elbowroom.

Bill Evans wasn't a terribly conversational
person, so I didn’t really have occasion to speak
‘with him. Also I constituted the entire technical
crew — I brought in the mic stands and set up my
microphones, my broadcast mics, which were
better than just the house club mics, and these
RCA 77s were just marvelous mics, They were
my principal recording mics from that period.
So to have those mics as my principal mics and
being able to do this live mix, I knew that this
‘would be my one chance to get it right. There’s
no going back for remix or EQ or anything like
that. It was live on the air. This is right now,

and there’s a thrill to that too. So I really didn’t
have the opportunity to speak with many of the
artists, I'm sorry to say.

Excerpted from an interview conducted by Zev
Feldman on May 7, 2025

the PENTHOUSE

first & cherry

APRIL.28 ~ MAY. 7

Sat. Jam Session - 4:30 to 6:30
NO COVER MON ' THURS
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| OPENING MAY.I2- EVANS TRIO
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1965 WAS A GOOD YEAR FOR
ME. I got to work with Gary
McFarland’s small group,
areally good band. I was

A DREANILIKE
EXPERIENCE:

Eddie young — 20. I'm still young,
Gomez but then, I was really young.
REFLECTS In the band were Gébor
ON PLAYING  Szabé, awonderful Hungarian
WITH guitarist, drummer Joe
BILLEVANS  Cocuzzo. Sadao Watanabe
AT THE played alto. Later that year,
PENTHOUSE Igottowork with Gerry
Mulligan’s small group,

another great band with Art Farmer on trumpet
and flugelhorn, Dave Bailey on drums and
‘Warren Bernhardt on piano.

That was a fun small band to play with. We did
some gigs and recorded an album, Something
Borrowed - Something Blue with Gerry, Warren,
Dave and Zoot Sims. We played around including
at the Village Vanguard. I was excited about
performing in New York with that band.

At the time, the Vanguard featured two bands
every night during the week. One week, it was
Gerry’s band and Bill’s trio. I was aware that Bill
was in the audience listening. One night, Bill’s
manager, Helen Keane, approached me after our
set and said, “Bill would like to say hi. Would you
like to come over?” I said, “Of course.”

Bill was one of my huge heroes, and there weren’t
that many. He was definitely one. He was very
kind. He said nice things about my playing and
then added, “Maybe we’ll get a chance to play
sometime.” I thought that'd be great, but I never
thought I'd actually hear from him. It was enough
for me — the opportunity to talk to him and get
acompliment from him. I carried that with me a
long time.

Maybe two or three weeks later, he did call to

ask me to go out West to do a tour. We started in
Chicago at the London House and worked our
way to the Coast. That first tour was the first time
I’'d worked at Shelly’s Manne-Hole in Los Angeles
and the first time I worked at the Penthouse, too.

Tt all worked out beautifully for me. I was
fortunate. I was prepared enough to get through
the first few months, which got me to where I felt
that maybe I actually did belong in the trio. In
the beginning, though, I felt like I was on thin ice.
Igot overit. All in all, I was lucky. I was livinga
dream.

T'd met Joe Hunt in Chicago. He’d been playing
with Stan Getz. We'd crossed paths and had a
nice vibe together as friends. He was a really
good player and it was clear he’d be nice to hang
out with. When you’re traveling in a group, small
or large, the relationships you form with the
other members are important. They get you to
the bandstand where the music happens and if
you have good vibes off the bandstand, it usually
translates into good vibes on the bandstand. We
both joined Bill’s trio at the same time. Getting
to know Joe alittle, I knew it was going to work,
that it was going to be good.

Starting out with Bill was a dreamlike
experience. Bill had a book, a loose-leaf black
book that had all his repertoire in it. The pages
mostly had melodies notated with chord changes.
T'd have the book on stage to refer to. If he called
atune or started playing it, I'd just frantically try
to find the page. It must have looked ridiculous
from the audience, this guy up on stage hurriedly
leafing through a book, but that’s what I did; T
wanted to make sure Id play the right notes and
that I was even playing the right tune.

Looking back, that wasn’t a great thing to have
done. Today, I encourage students to have an
awareness of the music they’re going to play and
not to look at the music all the time, not to be
dependent on it; to let their ear and instincts go
to work. Of course, that’s exactly what I didn’t do,
but it’s what I should have done. Anyway, I had
this book and 1 was dependent on it.

Still, I was lucky. Bill was generous — he’d yell out
encouraging things to me while we were playing,
sometimes during one of my solos. That helped a
lot, to hear that from Bill early in the first tour. As
we went on, I slowly came to feel more and more

comfortable, but even later in the tour at the
Manne-Hole when he’d asked me to join the trio
in earnest, even then, it took me a year or two to
get my footing, to feel like I knew the music and
that I could really maneuver in that world that
Bill had created; that I belonged in the trio, that it
‘wasn’t just a fluke.

Bill wasn’t particularly gregarious. He wasn’t
antisocial; nothing like that. When we were
playing, we would maybe have dinner together
and have some conversation. He was always
friendly, jovial. But at the end of the night, the
last phrase he played, the last chord and he’d be
gone. He'd just disappear. Philly Joe Jones used
to call him the Phantom because he’'d be there
one moment and suddenly, he was gone, like he
became this wisp and just disappeared. He didn’t
hang out. He didn’t stick around.

Bill was always the rock. It was great that he was
that really strong anchor because it gave me and
the drummers something solid to latch onto.
Bill’s style and way of playing were so powerful.
T'd listened to Bill’s trios on record before, but

to be there and actually doing it was a whole
different world for me. He really was the Rock of
Gibraltar.

All the songs on these Penthouse recordings
‘were the crux of Bill’s repertoire at that time.
They’re all in my head and my heart because
now I remember the way Bill played them and
remember being there when he played them, It's
really heartfelt, beautiful, poignant to hear them
again, His playing was always magnificent and
always very emotional.

Excerpted from an interview conducted by Zev
Feldman on April 8, 2025



Imet Bill in the summer of
1960.T'd just joined George
Russell’s sextet and we were
rehearsing at the Lennox
Jazz School. Chuck Israels
'was our bassist. That was
when I met Chuck. We
became friends immediately,

HE WANTED THE
MUSIC TO BE
STRONG AND
INDEPENDENT.

Joe Hunt i
REMEMBERS 'ommusiealyand
PLAYING P Yoy
summer, Tony Scott came up
WITH to Indian Hill, a music camy
BILL EVANS : 1
Chuck’s parents ran in

Stockbridge, Massachusetts,
to play and Chuck asked me to play with him.
Bill was the pianist.

It was an easy gig; very relaxed. That was my
first time playing with Bill. The next time I met
him was back in New York working with Stan
Getz in the summer of ‘64. We recorded a couple
of tunes for Verve, but they were never issued.

Bill called me in 1966 and asked me to join

him. I didn’t recognize him over the phone. I'd
forgotten he had that funny voice. I thought it
was one of my friends putting me on. But then
Irealized, “Holy cow, it’s Bill Evans. He’s calling
me for a gig,” so I took it and we went to the
London House in Chicago — Bill, Eddie and I.
That was early 1966.

The London House was a steak house. The music
there was more or less background music. It was
abig room. Noisy. People talked. That bothered
Bill quite a bit. But we made the gig work. I do
remember feeling as if I was under a microscope
with every sound I made. I never had that
intense scrutiny before. It was nerve wracking.
Eddie felt the same way. We were roommates
and we talked about it. It was spooky, but it was
great, of course. It was exciting and wonderful at
the same time.

The three of us were from different

him for a while, I made a suggestion on “Nardis,”
if we could play the head free and then go into
time. Bill didn’t like that idea. Ofcourse I lmd a

he was Bill Evans! The guy was fabulous. I took
so many things away from playing with Bill. He
demanded an individual voice. He wanted total

lot of nerve. It was his Ink
1should have kept my mouth shut.

Adjusting to playing with Bill wasn’t easy. At
first, he didn’t accompany Eddie’s solos at all.
He didn’t play a single note behind Eddie for
the first few weeks. Eddie and I both had a
free background. We could get a little faster or
slower. We were elastic, but Bill wasn’t used to
that. He was used to Philly Joe Jones and
Chuck and Paul Motian and Scotty.

Playing with Eddie was different for me because
I'd had a pretty straightforward background.

I'd played with Stan Getz for almost two years.
That M bebop fc fc
drumming. I was playing with really good
players like Chuck Israels. I worked a good bit
‘with Ron Carter, Steve Swallow, those guys.
They were really good basic four-four time
players. Eddie was different. He didn’t have that
in his playing. His time feel in those days was
loose, different.

1 also had little bit of a problem adjusting
‘because I'd never worked in a piano trio before.
When I was with Stan, Gary McFarland or
Gary Burton played vibes. I hadn’t played with
pianists, And suddenly I’m with Bill Evans.
Thad all his records. I was his biggest fan. T had
all the Vanguard recordings. I used to go there
and hear him with Scotty and Paul. I was down
there many nights just in awe of that trio.

Playing with Bill, he never said much of
anything. The first night in Chicago, he did
complain because we were rushing. Bill said,
“The tempos are coming up,” and we got it.
Once in a while, he’d come up to me and say,
“Those were some pretty nice fours you played
on thst.]ast set, Joe. I really dug it.” He'd be

Bill was the oldest, I was eight years younger
and Eddie was seven years younger than I. There
‘was a difference in style and approach too. Eddie
and T had been involved in free music, which
Bill didn’t care for much. One time I'd been with

He never really
much. I felt that he probably had opinions,
‘but he didn’t share them. He just let us alone
and we worked things out.

Listening back to these recordings, I have good
feelings. My God, it was exciting. And of course

He wanted to happen
and then we’d go from there.

Philly Joe would sit in with us sometimes.

It was intimidating because he would just play
so strong and loud, too loud, I thought, but it was
swinging like crazy. Bill was all smiles.

He loved it. He didn’t care if it was loud or not.
He was swinging and loved it. He wasn’t looking
for another Paul Motian and Scotty like what
T'd heard at the Vanguard, which so amazed me.
Paul would hit a sizzle cymbal at the perfect
‘moment. Bill wasn’t looking for that. He wanted
the music to be strong and independent.

That was hard for me because I was such a big
fan and I wanted to play like Paul Motian or
Larry Bunker. But I finally developed my own
voice; I had to. Eddie and I had a really good
hookup. We were almost telepathic in our
communication. And it all worked. We worked
things out. When at first, Bill wouldn’t comp for
Eddie, I became his accompanist, but by the time
‘we got to The Penthouse for these recordings,
Bill was comping quite a bit. I'm very proud
that I was at the beginning of that relationship
between Bill and Eddie, which lasted years.

Listening back to these recordings, a couple of
times I wished I hadn’t done certain things. As
T've gotten older, I've learned to not do those
things. I guess we were young. We were just trying
stuff. We didn’t know where we were going. We'd
Jjust try things and see what happened. Bill was
cool with it. He was patient. He didn’t criticize
much. He was generally quite positive.

1 consider myself lucky to have been Bill’s
drummer and his friend. We were very good
friends. We were neighbors in the Bronx. We
used to ride-share to the Vanguard for our gigs.
And he was a buddy. I'm really honored to have
known him both in both as aleader and as a
friend.

froman i
Feldman on April 1, 2025
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style that comes out of the music, but my own
personal style.

EHL e

from 1957 t0 1962.1

d and because it’s

that’s where the real personality comes out.
‘When you can hear two seconds’ worth of music
and can say, “That’s Bill Evans,” it’s great and
powerful. That’s what I was going for myself.

In those days I really looked forward to

EVNSTIPEPIAND ssencobimater
PLAYER, YOUCANT whenwas forming my

love affair with jazz,
WINFIRSTPLACE:  sieing over romany
Bob James classical backy d. Thad
ON the opportunity to play in
BILL EVANS jazz groups at the

university and formed a
trio; the instr i soted

with jazz piano players. Bill Evans’s trio was one
of the most prominent trios I listened to. My
interest resulted in my competing in a college
jazz festival contest run by Notre Dame. I took
my trio there, bravely playing original music,
‘which was very influenced by Bill. My album,
Bold Conceptions, came out 1963 as aresult of
my trio, winning that competition, with Quincy
Jones being one of the judges. It was a big deal
for me, and motivated me to move to New York
in the fall 0f 1963.

One of the first phone calls I received even

before I'd had any jobs in New York was from
Chuck Israels. I don’t even know how he’d gotten

ing out and seeing the Blindfold
Test. The editors always gave a variety of artists
achance to put the blindfold on and then talk
about who it was. Probably the easiest person to
identify would've been Bill Evans.

He’s a major, major influence. In my College
days, I'tried to learn his voicings and how I could
develop my own. In those days, I think people who
heard me thought I reminded them of Bill Evans.
Bill’s voicings were iconic to his style, the way
he took standards and voiced them. For me,
that was his biggest strength. He wrote some
interesting originals, but he was more known
for his i i f other )!

or standards. He would find a way to be loyal

to Gershwin or Cole Porter or whoever the
composers of those songs were, but his own
musical personality was always front-and-
center, but he was loyal to what the composers

my number, but L he’d found b
the competition. I freaked out because I knew
already Chuck’s recordings with Bill Evans. I
thought to myself, "Oh, my God, he’s actually
calling. Bill Evans didn’t call me, but Chuck
Israels did.” We became friends and I ended up
playing quite a bit with him.

For young pianists, it was possible to sound

like Bill. Many did. But I realized early on that
Ididn’t want to come in second. If you're going
to be a Bill Evans-type piano player, you can’t
win first place. You could be the best copier and
Iwasn’t even that. [ was in the game, and I could
do areasonably good version of Bill Evans. As
time went on, I'm grateful that I powered my way
through the imitation stage and was inspired by
Bill to carve out my own path. My goal was to do
‘what Bill did — he created a unique approach to
the piano, developing a completely his personal

ded. He'd do these left-hand stabs of
his altered substitute chords, but they were
of the more 1 chordal
voicings the original composers wrote.

‘Sometimes substitutions like that in other
artists’ hands are so obscure that the original
song becomes virtually unrecognizable. Bill
‘was respectful. I believe he made songs better
by virtue of voicings that the composers would
never have thought of; songs that became so
iconic and identified with Bill like “Haunted
Heart” or “My Foolish Heart.” You could say he
owned them. He certainly owned them in the
Jjazz way.

Bill made me realize that piano is a percussion
instrument, that in order to play melodically on
it, you can’t just blow into it. It’s not a breathing
thing. You have to pretend that you're singing.

Parthouse emorallc ® GourteyofCharle Puzs, J.

I never got to see Bill Evans in person, live. Thad
many opportunities. I was living in New York
and Chuck Israels and I were friends. Hehad a
big band of his own and was playing some of his
own original music. I played piano in that band
often. Because Chuck and I were friends, he'd
call me and say, “Hey, I'm playing with Bill at the
‘Vanguard next week, can you come?” Very, very
regrettably, I never went.

Bill’s legacy is big. If there’s somebody worth

talking about as a legend, it’s Bill. Being
gendary and changi toplaying

jazz piano, he’s as influential as any name that

I could think of, or at least he’s on the very,

very short list. Oscar Peterson, Erroll Garner,

Count Basie would be on it. T have my very short

list of legendary pianists that shaped jazz and

influenced all of us.

 froman by
Zev Feldman on May 7, 2025
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The 2xHD Fusion Mastering System: In the constant evolution of its proprietary mastering process, 2xHD has progressed to
anew phase called 2xHD FUSION, integrating 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 ", 7%2ips NAB MONO mastertaPes were played on a Nagra-Ttape recorder, modified with high-end tube playback
electronics, wired with OCC 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.

The resulting signal is then transferred into high resolution formats by recording itin DXD using a custom 2xHD Technologies
Ato D converter. All analog and digital cables that are used are-state-of-the-art Luna cables. The 2xHD FUSION mastering
system is powered by a super capacitor power supply, using a new technology that lowers the digital noise found in the
lowest level of the spectrum. Avacuum tube NAGRAREF DACis used as a reference digital playback converterto Aand Bwith
the original analog master tape, permitting the fusion of the warmth of analog with the refinement of digital.

2xHD Mastering: RENE LAFLAMME
2xHD Executive Producer: ANDRE PERRY

2xhd.com
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