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Listen to the Bill Evans Trio's “These Foolish Things,” from Some Other Time

03],

¥ Bill Evans of the
MPS Records facility
in Germany's Bleck
Forast, 1948
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EARLY 50 YEARS,

By Ridan Levy

nreleased recordings, espe-
cially the major discover-
ies, were usually tracked at
concerts, often as bootlegs,
and rarely if ever in a
studio. Sope Oiher Time:
The Lost Session Frow thie
Bilack Forest, a newly dis-
covered Bill Evans Trio album, is just
such a parity. As on John Coltrang’s A
Love Sugreme: The Complete Masters,
released last fall by Impulse! fVerve,
unreleased studio tracks generally
comprise outtakes from an iconic ses-
sion. Yer this two-disc set, a sequel of
sorts to Resonance Records' 2012 Bill
Evans release, Live at Art D'ng-::ﬂ"s
Top af the Gate, is a strange case. It is
the enly studio albaim recorded by the
Evans trio with Fddie Gomez on bass
and Jack MeJohnette on drams, the
personnel on Evans’ 1968 Gramony-
winning Bill Evans at the Monireau
Jazz Festival, and almost no one knew
of its existence until now, not even Ev-
ans’ bingraphers. The story behind its
clandestine production in Germanyvs
pastoral Black Forest, and how it came
taor b Doscked in the vault for the past
half-century, is a bit of a mystery.

|
THIS DISCOVERY OMLY DEEPEMS
the Evans myth, which can seem as
impenetrable as his music is accessible,
With his impressionistic style, legato
phrasing and rectless voicings, Evans is
undoubtedly one of the most influ-
ential pianists in jaxz history, but his
public persona was a cipher. There was
Evans the painter, responsilde for the
chiaroscuro shading on Kivd of Blue,
the ditfident aesthete in horn- rimmed
glasses who wrote that album’s poetic
liner notes. Then there was Fvans the
tortured artist, sprezzafura in the fin-
gers but net on the face—a reflection of
hits struggle with addictions to heroin
and later cocaing, a battle he eventually

lostat 51 i 1980, Always understated,
Fvans exemplified Hemingway's
iceberg principle applied to the pianc,
conveying the sense that beneath the
placid surface he went as deep as the
Mariana Trench.

“Bill alwavs seemed to be Bill. He
just played beautifully in whatever
situation,” Gomez savs, speaking
recently in a phone interview. "Once
he started playing, i there was an
audience, he just got into the music,
and it was almost like at the end of
it, he would come out of a spell and
would almost be surprised that there
was an audience there listening,”

The audience lor Seme Other Time
was small, and the situation atypical,
but this does not account for the
odd circumstances surrounding ils
non-release, The albums quality
could conceivably offer a potential
explanation for its eventual fate, but
this is not the case either, Some Other
Tirme, released as a posh twa-CD
sel on April 22, boasls a wealth of
material, including much of the
repertoire previously recorded by
Evans—yet not with this trio featur-
ing Defohnette during his six-month
stint, Lithe renderings of "You Go
to My Head” and Evans own "Very
Early” are complemented by Gomez's
percussive upper-register tonalities
and Defohnette’s coloristic cymbal
work, im addition to an intimate duo
exchange between Evans and Gomez
on “Baubles, Bangles & Beads” A
masterful solo piano version of
“Lower Man™ has little in comman
with the gut-wrenching Charlie
Parker rendition that may have kept
such an album from the market, nor
is Some Other Time plagued by the
shoddy production value of a live
hootleg or the crackle and pop ofa
pootly preserved acetate, Rather than
serving to demythologize the man,
this is a pristine record of Evans in
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¥ On June 20, 1948, Evans, Eddie Gamez and Jack Dielohneste [from lef) record inspired trocks that w

hilf o1 century.

his prime, charting a transitional mede from what critic Marc
Myers, whe wrote the liner notes, calls his "swinging romantic”
period to his "percussive poet” phase, making it all the more
significant ta Evans completists,

S0 why was it never released?

mom
WHEMN THE ALBUM WAS RECORDED O JUNE 20, 1748,
in Villingen, no one intended for the tapes to languish inside
the estate of the late Hans Georg Brunner-Schwer, the founder
ol the then-fledgling German MPS label. They were still in the
family safe in 2003 when Resonance Records” Executive Vice
President Zev Feldman made the discovery, "Peaple are starting
to call me the Jazz Detective,” Feldman says,

Feldman, a rabid collector with 10,000 albums in his personal
collection, 4,000 of them LPs, first heard of the Black Forest
session al the 2013 jaxeahead! conlerence in Bremen, Germany.
“I had this question that | ask a lot of people when T meet them,”
Feldman says, sitting down recently at the Hungarian Pastry Shop
on the Upper West Side of Manhattan, 1 said to [the Brunner-
Schwer family|, Do vou have any tapes of unreleased recordings®
And the son confided to me, “Yes, bur [ have to tell vou a secret,
We have a studie album that Bill Evans did in 19687

In 1964, Evans had an exclusive contract with MOGM/ Verve,
and Brunner-Schwer owned the Black Forest tapes, so the pros-
pect of distributing the album left MPS in a legal double bind.
Decades later, it still look Feldman several years o inalize the
deal with the various interested parties.
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anguish in Germnany for nearby
|

‘m ot sure [Evans] felt tobally comfortable in these sessians, but | think he saunds marvelous,” Gomez recalls.

Born in 1927, Brunner-Schwer, known as HGBS, was the heir
to an electronics fortune from the German SABA corporation,
and had spent his adolescence listening to jazz hroadcasts on the
illicit American Forces Network during World War L Starting in
1963 he began hosting howse parties in Villingen, hiring the likes
of Duke Ellington, George Duke and Oscar Peterson to perform.
Peterson hegan making anmual trips to the Black Forest, where
Brunmer-Schiwer had a Steinway grand in his living room and
honed his skills as an audio engineer. In 1968, Brunner-Schwer
left SABA and founded Musik Produktion Schwarzwald {mean-
ing “Black Forest™), which went on Lo release 700 recordings by
an array of artists, from Jean-Luc Ponty to Joachim Kithn, until
MRS was acquired by Polvgram in 1983, An amateur pianist him-
self, Brunner-Schwer once had a Bisendorfer Imperial Concert
Grand brought to the MPS studio exclusively for Friedrich Galda.
He also harbored an ambition to record Bill Evans,

Brunmer-Schwer got his chance in 1968, when the Evans Trio
headlined the second annual Montrewx Jazz Festival, After the trios
performance on fune 15, 1968, German critic and MPS producer
[oachim-Ernst Berendt approached Helen Keane, Evans longtime
manager and producer, to make the overture, which Eeane ac-
cepted on uncertain terms. “For unknown reascns, only 2 cursery
agreement was dravn up, providing that the recording “will not e
released for commercial purposes without the written permission
af Bill Fvans and/or Helen Keane. A contract will be negotiated
later)” Friedhelm Schulz, the current manager of the studio in Vil-
lingen and a close [nend of the Brunner-Schwer family, wriles in a
liner essay. Optimistically, an MPS catalog number was assigned,

CERMAN HASENFRAT T/ COURTESY OF ANDEFAS REUNNEL-SCHWEE



According to Schulz, who was not physically present for the
recording, on June 20, Evans, 38, Gomez, 23, and Delohnette,
25, traveled across the Swiss border to Villiagen, presumably
by train, made the recording in the state-of-the-art MPS studio
over several rushed hours in the early evening, spent the night
in & local hotel and left the next day without incident. On June
22, the trio performed for a radio audience in Hilversam, the
radio capital of Holland.

et as matter-of-fact as it was, the session carried an air of the
uncanny, Marlies Brunner-Schwer, HGBS widow, the only member
of the production crew still living, recounted the slory to Schule

"It must have been a peculiar atmosphere that night in
furie 1968 in Villingen. The pianist sal fully swept up and
Socused on his music. He hardly spoke; he seemed absent,
apathetic, But he played, as if it were the last time in his
Iife. A recoveding session withoul repetifions, without falking,
anly irterrupted by occasional cigarefte breaks"

Evans’ apparent apathy was an atypical response to the verdant
Black Forest vistas. "It was like o German fairy tale]” Schulz says,
speaking over Slype, “Musicians who came from America were
uswially there for two, three, five days in the studia. ... Peterson
liked it very much. George Duke very often said that he liked the
southern German food,” Schulz recalls, referring to the home-
madle venisan, spaetzle and cakes Marlies Brunner-Schwer would
serve in the studio. “In Germany we say Heile Well” [“idyllic
world'], where everything is in its right place.”

ALWAYS UNDERSTATED,

EVANS EXEMPLIFIED

HEMINGWAY'S ICEBERG PRINCIPLE

APPLIED TO THE PIANO,

CONVEYING THE SENSE THAT

BENEATH THE PLACID SURFACE

HE WENT AS DEEP AS THE MARIANA TRENCH.

DeJohnette has a slightly different account of the session.

“It was kind of gray inside and not so warm,” he remembers. *1
lenow that Bill was having problems finding his groove in there,
and that’s probably why he was playing mote percussive. He
wasn't quite at ease in that studie.”

According to Delohnette, the session Called for the type of
abrupt adjustment that is a constant condition of touring. 1
just play what the environment of the music is when I'm in it
he says. “T adapted to what Bill and Eddie were doing, and basi-
cally it was to color the music, which is what T do in most of the
situations that 'm in—give it vitality and interaction. 'm like
a painter, | keep time but 1 also do permutations within it, or |
just play around the lime, or I'm completely free of iL”

Though he was not as rbythmically or harmonically free as
Dielohnette, Evans appreciated the liberating influence of his
adventurous drommer. | Defohnelte’s] very stimuolating,” Frans
recalled to Marian McPartland. “He's a very creative person and
plays piano himself, so he has a melodic approach to a song, As
a matter of fact, he's getting me off my musical ass”

Gomez, who in 1968 had been in the Evans trio for less than
two years, has yet another interpretation of the Black Forest
session. ”IL was an intense tour, and T had forgotlen about this
albwam,” Gomez says. “That whale southern part of Germany is
beantiful and its exhilarating and it also has a bit of mystery, too.”
hee says, “Sometimes T ock stuff that T don't enjoy that much, but
the music sounds like we're all relatively comfortable”

EEEN
ACCORDING TO GOMEE, EVAMS HAD CCCASIONAL OFF
days, sometimes due to environmental factors, but that was ot
necessarily the case here. “From day to day and week to week
and performance Lo performance, you can hear that hes either
more relaxed than other times and seems to be gnjoying himself
more and is not in such a hurry,” be says. Yet Gomez conkends
that Evans’ percussive approach could very well be a strategy for
group interplay rather than a sign of personal agitation. “ might
be kind of percussive and maybe he is reacting to me,” Gomez
says, also noting that "I'm not sure he felt totally comfortable in
these sessions, but I think he sounds marvelous.”

If vans felt uncomfortable, it was probably not for lack of au-
dience. In the liner notes to Alone, his subsequent studio album,
Evans implied that he was more at peace in private. *Perhaps it
is & peculiarity of mine that despite the fact that 1am a profes-
sional performer, il is true thal Thave always preferred playing
without an awdience,” Evans writes.
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Yet the string of live performances following the Black Forest
session were by all accounts e!ectrit'ylng. The trio pc‘r['l_‘nrmrli i
successful month-long residency at Ronnie Scotts in London,

and it seems little to none of the material from Some Other Time

made the g List, "Embraceable You”™ became a Gomez [ealure,
while “Mardis” was a springboard for Dejohnette to take flight;
both were highlights of the Montrews album. “Bill plaved really
great [at Roande Scotts], being in one place, with an audience,

and being in the same space acoustically, so it was very creative,”

Delohnette recalls. Miles Davis and Philly Joe Jones attended,
and asked Dave Holland, who was the bassist for opening act
Elaine Delmar, if Delohnette would “tell Dave, “IFhe could get
a ticket to come over to the States, [Davis would)
hire him™ When Tony Williams formed Lifetime
in 1969, Defohnette left the Evans trio and joined
Hellapd in Davis’ group, solidifying what would
become known in jazz lore as the Lost Quintet,

ELEGANCE INCARNATE

Five more invaluable recordings
by Bill Evans’ various frios

Explerations
[Fwarside, 19410

grectest interpreter, the eritic Gene Lees, once
described the sxperience of hearing his first
Evamns album: “Until then, | hod assumed, albait
unconsciously, that | alone had the Feelings
therein exprmed.“ Thowe fee|ings. cire imp|'|r_ir in
the silences between Evans' chords, and in the quistude of his
touch, and even in drummer Paul Matian's ambiguous, Reeting
relctionships with fime. Cn “Mardis,” Evans barely touches the
thems anclpll'.en brusts those Feelings to bassist Scoft LaFare, With
leng, Aewing lines desivee fram inner darkness, LaFara kakes
those feelings desper, and the piana frio is set free farever,

Waliz for
(Ranrside, 1942

Alang with Sunclay of the Village Vinguard, its
cempanion LP culled from the same sefs, this is
the most beloved picne trio album in jozz.
Somehow (unlike Kind of Bles| it does not lose its
magic threugh averespasure. Perhaps all the
dinking glassware and chattering peogls in the
Vanguard place this music in an eternal present, "My Foolish
Heari” casts a spell s intense that the erowd Feels its hush ond
1empnmri|y quiets. LoFaro anel Evons are now r:n-equn|5_
commingling ideas, dancing on Matian's shifing currents of air.
The mativic development of “Some Other Time” is an objedive

correkative for atherwise inexpressible emotion. They neves played

tegether again, LaFare died in o car crash 10 deys later,

At the Montreux Jozz Festival
(e, 1968)

ALY

g For 11 yeors, the Bill Bvans Trio had Eddie Gamesz
-1 on bass and many different drummers. Some were
undlistinguished, but net the one here, Evens' first
Meantreux album is unique in its pure, buoyant

joyhulness, and Jock Delehnefie is the upthrust,

E
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Explorations established the Bill Evans cult. Evans’

“As [Evans] went on, his playing got more conservative and less

free, so for me, that’s ene of the reasons why 1left)” says Delohnette,

“T needed to explore” Gomez would remain with Evans until 1977,
Marty Movell replaced Delohnette, staying with the Evans trio
for seven vears, and ostensibly, Sorme Other Tirme was [orgollen.
Friedhelm Schulz never even heard the tapes until Brunner
Schwer died in 2004, “We listened to a lot of music, but it was
same kind of seeret,” Schulz says, “T think it was a personal thing
between Helen Keane and Hans Georg Brunner-Schwer!” he says.
“After the ditficulties, mavbe it was not the highest priorit”
Keane, who served as Evans’ producer until his death, was a
tough negotiator. ™[ Bill] was not arrogant. He was the kindest,

o s = e . -
* Urnin Respnews, sooft LaFara Bill Eveans aned Paul Maticn

[from |ef) make joz=z history ot the Yillage Vanguard in 1241

Becousa of him, “Some Day My Prince Will Come” and A Sleepin’
Bee” fotke off and fly. Becouse of him, ballads accelerate, like |
Leves You, Porgy” and “The Touch of Your Lips.” “Mardis” even
indudes o mashy drum salo. As far Gomez, he has been insufficiently
recognized as a major badass. By himsalf for six mimtes, he
annihilates “Embroceable You.” Five days later, the band entered the
studio ta racord what would become Some Other Time.

I Will Say Geodbye
{Fentusy; ez 1977, ral 1980]

= == On the two takes of "l Will Say Gocdbye" o
e iichel Legrand melody melks érrrl'rn the hﬁ:l'ur, in a
demain apart frem time. This album by o stable
Evans irio fecturing Gomez and drummer Eliot
Zigmunel has evarything the pianist is famous for:
the rod|eas, pmsive chord \mi:’mgs, the
revelatary key shifts, the subtle shadings of tane color, But
technical descriptions connat explain an artists held an vs. For
theat we nesd metapher. Gene Lees ence desaribed Evans’ music
a1s “love lefters writien to the warld from some prison of the
heart.”

The Paris Concert: Edition Two
{Bloe Note, 1960)
| After Evans’ death ot 51 in 1980, recardings
| fram his final years, authorized and ctherwize,
; | centinued to appear. Twe dbums from a Paris
A‘_ | eoncert with his last tria are among his permanent
B— | achievements, Evans was in failing health, but the
~  young energy af bassist Mare Johnsen and
drummer Joa La Barbera inspired him to play with unprecedanted
daring and freedom. Perhops Evans knew the end was near. He
can barely keep up with the music that pours from him. Editfen
Fwe ends with a manurmental 18-minute “Mardis,” a sang he
played all his life. It is breathtaking when, at 4:34, fellowing
Evans' wild freeform prologuee, Johnson and La Barbera enter and
the tric ascends and walks the sky. THOMAS CONRAD

STFVE SCHAMBO/ COURTESY OF COMCORD MLEI GROUP



“I' SAID TO [THE BRUNNER-SCHWER FAMILY],
‘DO YOU HAVE ANY TAPES OF UNRELEASED
RECORDINGS?" AND THE SON CONFIDED

T0 ME, YES, BUT | HAVE TO TELL YOU

A SECRET. WE HAVE A STUDIO ALBUM

THAT BILL EVANS DID IN 1968.™
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sweetest man in the world, but people did not mess around
with Bill,” Keane, who died in 1996, said in an interview. “No
one would ever cross a certain invisible line with him.” But
that line was often Keane herself,

In 1974, less than six vears after the Black Forest session.
Keane and Brunner-5chwer had a falling out while record-
ing Symbiosis, a massive orchestral collaberation with Claus
Ogerman, for MPS. In The Other Side of Nowhere: lazz,
Improvisation, and Commuities in Dialogue, Keane recalls
that Brunner-Schwer recorded the album when Evans was
in between contracts with Columbia and Fantasy. “After
Claus Ogerman and [ spent 12 hours one night mixing the
album, when it was released, Brunner-Schwer had remixed
the whole thing himself—added echo and reverl. He ruined
it," Keane said "Claus started a lawsuit. It was taken off the
market and then reissued the real way" It was at this point,
it seems, that with hundreds of other projects in the works,
Brunner-Schwer decided to permanently shelve the tapes
that would become Sarte Other Time.

L Ll
IT 15 NOT ENTIRELY CLEAR WHAT REALLY HAPPEMED: AT,
and to, the Black Forest session. What narrative we are left
with is the posthumous album, but it ultimately poses more
questions than answers. At its best, a studio album captures
lightning in a bottle; we dan't see the rain, but sometimes,
and almost inevitably, some rumbles find their way into the
grooves, little disturbances and distortions that make the
document less perfect but more interesting.

Listening to Sorre Qfher Time is to be transported to
that time and place, o feel Evans love for the music and
the specter of his outsized inner demons, It is a record of
a [leeting momenl of lransition, belore DeJohnetle moved
on, hefore Gomez had finished “developing a voice” he
says, and before Evans’ untimely death, but somehow we
alsa hear all that was te come, It s the surprise of opening
a time capsule, where items that once seemed so0 important
suddenly seem, in hindsight, significant for completely dif
ferent, possibly tragic reasons,

*|Bill] would say, "Try to avoid the had habits. The world
can be a dangerous place and there’s a lot of bad habits one
could fall inte,” Gomez recalls. “He telt that we were all very
lucky Lo be making music, and thal was our lile’s worle He
felt that that was a kind of blessing," JT

The definitive field guide
to our radically altered
musical habitat

“What is remarkable about Ratliff . . .
is his musical intelligence and his
almost singular breadth of knowledge
and sympathy for all kinds of music.”

—August Kleinzahler, The New York Times
Book Review

“Every Song Ever . . . break|[s] things
down not by genre but by sound,
making unlikely musical connections
and encouraging listeners to think
about what they're hearing with fresh
ears . .. [It] is a jumping-off point for
a more active, limitless type of
listening . . . [and] serves as a guide,
revealing new ways to look at old
favorites and spurring on explorations
into songs unknown.”

—Ryan Dombal, Pitchfork
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