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ashington D.Cs Blues A

offers a vision of the jazz

club as a nurturing space off the beaten track of mass

culture. Situated liter

y In an alleyway, it's a warm-spir-

ited, brick-lined womb of a place. It's the kind of room that, when the

music is good and the musicians are engaged in meaningful conver-

sation, seems like a world unto itself, far from the petty concern

peccadilloes of the real one outside

Last fall, Dav

and seemingly complete.

e

Holland's newest group landed in this alley, and the
who has plugged
ys of jazz for decades. But
within the |

pected mightily azz world, he is

ousehold name outside of those circles

was in Georgetown that week, ostensibly promoting the

newly released ECM album, Point of View, but that album’s band had

volved a bit. Joining trombonist Robin Eubanks (a returnee

from H d’s celebrated '80s quintet), dr
vibist Steve Ne

album’s Steve Wilson. The ensemble chemistry in

ummer Billy Kilson, and

on, was st Chris Potter, who replaced the

what

Holland's best group yet by turns fiery, organically funky, and
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introspective — was still in flux, and the group was using this tour to

e new songs to record in December.

Stoic, bearded, yet still boyish at 53, Holland is a tall, mild-mannered

virtuoso with closely cropped hair and attentive sensors onstage. He

smiles fr

in the heat of group interaction, but flashes an occa-

nal grimace during his own solos when a phrase fails to meet

e

m

- or his intonation is less than pristine by his own stern stan-
dards. Blessed with fearsome chops, a broad-minded sense of musi-

cality, and a yen for personal growth, he's a complete, mature pack-

age — yet still a talent deserving wider

Not that Holland didn't get some early and important recogni-

tion, of course: The venturesome Brit was pushed into global

scrutiny when he got a phone call from Miles Davis in 1968. Davis

had caught the bassist at Ronnie

Scott's in London and had liked

he heard. He offered Holland, then a

gifted 22-year-old st

g at the
Guildhall School of Music, a plane

ticketand a ¢

oq
oa

Preferring to remain unplugged and

to steer clear

of simple ostinatos,
off the electric-Miles

/0s, however, then spent

Holland got « 5

many years tilting toward the avant-

ike the free-minded

groups

cle [\ Chick Corea, Anthony

Braxton, and Barry Altschul) and later
with Sam Rivers. In the midst of his

70s free era, he explored the folk-

tinged jazz aesthetics of the Gateway

with guitarist John Abercrombie

drummer Jack DeJohnette (the

group reunited in the '90s for a couple

of albums). In the '80s, with the aptly

titled (ECM), Holland

: o
Jumpin® In

an inspired composer and leader of

quintet with trumpeter Kenny Wheeler, saxist Steve Coleman,

s Julian Priester or Robin Eubanks, and drummers Steve

tromboni

Ellington or Marvin "Smitty" Smith.

All along, Holland has brought invention and grace to many
rhythmic section. Listen, for example, to his empathic trio rapport
with Joe Henderson and drummer Al Foster, And then there is the
ongoing German connection: Holland has been a coveted sideman

on many a project for his longtime label home, E

taken him in various directions; in the past year, he's p

Charles Lloyd's latest, alongside his crony John Abercrombie and

drummer Billy Higgins, and on a recording by Tuni

an oud player

Anouar Brahem.

band, which leads us back to Bl

But clea ne focus is this new
Alley. After his set, He
ing a Beck's and talking abc

1 settled down in a nook backstage, n

his current mission to make the bes

of a band with great potential

WOODARD: Is this cu
n

rent group an e on of your bas:

or something different from it altogether?

ss player, but I'm

HOLLAND: | don't know if it's be

very intrigued by g

cause I'm a ba

roup interaction. That's something | always loved,

181

Mingus with his bands

from the beginning, about Ray Brown and Oscar Peterson, and
ott Lafaro with Bill Evans,
v me into this music had to do with the dialogue
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So many of
the things that dre:

and interaction within a group.

As a bass player, the dialogue gives

ou a chance to really g

there and be involved in more than just the role-playing in the

music, but actually be involved in

ng a conversation musically. That mu

felt was an important element, mu

ly. | feel like there's a communion pos-

sible in music that is special on a

human level, of being able to move

beyond your own part and your own
vhat

playing and your own ego in

e

2N, and see

re trying to make hap

Yol

ture of all n

the greater [

WOODARD: Is that an at

cific to jazz?

sthetic s

HOLLAND: No, it relates
ls, But in

to music
d

¢, it's something special because

on many lev
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mus

it allows you to grasp the moment in

a way that through-writt

doesn't, It's achievable i

; qua
but the impro

tet or other grour

vised form is, of course, the sponta

neous one and allows much

maore

scope for dialogue and development

and surprise. | don't know what you're



going

n response to what I'm going to play, so

response to your response is unknown to me until | rr

en

I've just been touring with a Tunisian musician, the oud pl

Anouar Brahem, who has this element of improvisation and being in

4

€ moment, of pontanerty and respondaing

1O whatever was ;)I\!:;,"{_‘{J.

You can sense when there is something special happening, when

sparks are flying between m

human thing

WOODARD: Tonight, in the first set, there was a tu

down to a duet with you and Chris

ne which broke

It suddenly departed sharply

from the form of the tune and turr ‘outside”

a pretty

exchange, but an energy was conveyed to the audience. They might

not have accepted a whole ev 2 of that, but, in the context, they

were right there with you.

HOLLAND: Ye

that's a big part of presenting this music

they were ready to hear it in that context. A,

present
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where it gives people a context. They can accept a lot of things that

ly be accepted.

One of the tt see is this idea of havi and sophis

simplicity

tication going on at the same time. Duke

Ellington had that so

wonderfully in his music. We can play ~al of com

a great c

plexity in the music and it can be carried to even the novice lis

tener through the other things

that are happening around It, such

as melodies that are singable and

rhythms are danceable.

ese are all things that Duke did

right from the beginning. You listen

to his music closely and it's as com-
plex as any music you've heard in

the 20th

su

some of the

century,

tes and so on. But it never intim-

idated people because it had these

other elements which related
ly

through the rhythms and the beau-

to people's emotions,

direc

tiful melodies that he wrote.

WOODARD: This

band that finds a way to make

definitely a
accessible music with... | don't want
to say “odd" meters because they're
not inherently odd, but meters out-

side of the traditional usage, let's say.

HOLLAND: That has always inter
ested me. During the '8
had the

Wheeler,

when |

quintet with Kenny
Steve
Smith,

between the music | was writing

Julian  Priester,

Coleman, and Smitty

and that Steve Coleman w

and the c ind in the band, it alloy

to go deeper into that what we could do with r

structures

with compositional structu

cal forms of four and

bar ph

It contin

that allows a lot of pe oration. It gets my juices flow
10 some serious nard 'v“w'l:ﬂl'l\' to

There a ur

s that you're able to write music

ing, creatively. It al

earn how to play

CoMposer-improvisor h

for yourself and the playe

are with you that chall

self in certain ways. A great exan

ple of that was John Co

When he wrote “Giant Steps,” it came out of the work he was do

in his pra and the harmon

ships that he was v

on. So he
onthe ¢

oped, which took him into other areas.
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your pl ere’s a kind o clic event that

hopefully, in the best of situations, feeds itself and keeps expanding,

pushing you into

new

writer,

ip has

that

areas as a player
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At this point now, the |

and the inst

pl

the luxury

when was In NS electric

phase and other groups were

sed-in Music, y

or funk. With Jum

ve in elements from

seemed to w
the M-BASE

drummer Billy Kilsen and t

circle of musi

rent band seem to bring that influ

HOLLAND: Where did th

come from? From the players | was

playing with. Even mu

not written in that direction tool

on those elements because of the

e were p
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think that's one thing

oeen

very interesting in the dew

ments 1IN MusIC

1 paralle

in the way | v

1 open-form playing that's what

d, | was listening to what

This is something that | learned from |

he "R0¢ wh

often, but he'd sit at the side

the usefulne

While he was listening, he wa The next fou could impt for a hundred vyears and

s : ; 1 ;
the str it its it during tt
st 5 and its direction and te 'm doing now is trying to ine it
once. In other words, the forms are so that we
em ar m at
in the piece that you nd
( me out
t¢ e e it
af n A o
1 hav v Trio and we'd
ip.There fain things with
Then | did some things | e

Dave Holland Quintet Point of View



