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A 70’s Castoff
Returns to the Bandstand

A Fender Rhodes Mark I1 88, a model produced from 1979 to 1986, The piano's comeback is in partaresponse to today

= By DAVID R. ADLER

OT long ago, straight-ahead jazz
musicians tended to dismiss the
Fender Rhodes electric plano as a
cheesy relic of the 1970's, Some
still do. But in the last couple of years, the
has cropped up on well over adozen
recordings by younger jazz artists. By in-
Jecting the vintage sound of the Rhodes into
modern acoustic settings, jazz’s next gener-
ation is ploneering a new sound by means of
an old, rusty electric tool.
. Chances are you've heard the shimmer-
ing, ethereal sound of the Fender Rhodes
before — think back to Billy Joel's ““Just the
Way You Are” or Paul Simon’s
After All These Years” or D
theme from the television s|
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Jazz musicians who have had a hand i

the Rhodes revival include the saxophonists
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; the trumpeters Ingrid Jensen and

Brik Truffaz; tne bassist Avishaj Cohen;

drummer Brian Blade; and the pianists
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T
David R. Adler

1s.a New York-based y,
Elld Buitarist.
“

riter

/
BY DRENT HAyEg [E&v\/u{n‘s_ i

—_—

ic
EVEN More of g pigy becau
after (he g,

]
Which djq nat
largely neglected fig che
{rombone

The history of fazz b,

15 almosy o
N0 BTy of ope s 0SL XC lusively

Hays, among many others. At the “Wall to
Wall Miles Davis” program, which took
place at Symphony Space in March, Dave
Douglas, the celebrated trumpeter and com-
poser, showed off his New Quintet, with the
pianist Uri Caine on — you guessed it —
Fender Rhodes. The drummer Bobby Pre-
Vite, who opened the show playing music
from Davis's classic album “Bitches Brew”
with his 11-piece Voodoo Down Orchestra,
made sure to include not one but two Fender
Rhodes pianos, played expertly by Russ
Lossing and Jon Dryden.

Miles Davis made extensive use of the
Rhodes during his “‘electric” period, and the
Cnlnmbla/Legacy label has let forth a flood
of reissues and previously unreleased ses-
sions from this controversial time in Da-
Vis's career, which may partly explain the
Rhodes's newfound popularity. As the era of
Jazz fusion Progressed, the Rhodes re-
mained an integra| component in the key-
board arsenals of Herbie Hancock, Chick
Corea, Josef Zawinul and others. It was also
a fairly common sound in classic rock
groups like the Doors, Steely Dan and Pink
Floyd. Stevie Wonder made it a staple of
1970's R & B. ] Brew up on the sound of the
Rhodes,” eaid the alto saxophonist Steye
Wilson. He and his
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Rhodes bought back the rights three years
before his death. No new models have been
released since 1991, and today one must look
around to acquire a Vvintage Fender Rhodes
In good condition — a fact that only in-
creases its cult-like appeal among players
and collectors.

In the digital age, the Rhodes seems an
absurd Impracticality, an analog beast that
simply won'n die. It's heavy, difficult to
transport and takes up a lot of on-stage
room. It's also fragile, and replacement
parts can be hard to find. And like an
Aacoustic piano, it goes out of tune. These
days, smaller and easler is considered bet-
ter, and the Rhodes violates every informa-
tion-age rule of portability and convenience.
Some of the Instrument’s most public devo-
tees don’t even own one, but they'll go so far
as to require that one be made available to
them wherever they perform. “Every set |
play is 20 percent Rhodes,” the Pplanist
Jacky Terrasson sald, ““so 1 make sure it's
in the contract.”
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brief vogue in the 1960's and 1970’s, but it
went away too quickly, its full potential

Most artists prefer to feature the Rhodes.
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tracks. On “Motherland,” the pianist Danilo
Perez weaves his Rhodes into the sonic
fabric of an ambitiou:
of sorts. Mr. Lindner,
employs it to vary his big-band textures. Mr.
Moran and Mr. Terrasson use it in trio
contexts, sometime:
between Rhodes and ac
single composition. On “Facing Left,” Mr,

occasionally  overdubs
chords for an effect he likens to a string,
section. In the Dave Douglas New

S, pan-Latin symphony
, on his “Premonition,"

S moving back and forth
oustic piano within g

Rhodes

Quintet,

aine plays Rhodes exclusive-
ly. Mr. Douglas wrote music for

With the sound of the Rhodes specifically in
mind.

the group

Some may argue that the Rhodes resur-

8es with a genuine creg

The Rhodes, in many tn’
stances, has encourage

ists to hear and imagin
this is to be welcomed.

of making great and lasting art with th
instrument, it is Mr.

d modern jazz art:
e in new ways, and
1t anyone is capablg

Douglas, whose prolifi

ative prospects do not res)
st, instrument or lechnol-:
the Rhodes persists as q
for the moment its role,

sakld

AnEssentig]

Element

In the Voice

Of Jazz

sisiisaban




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":true}

