
F U S I O N





It sure seems that a lot of our productions at Resonance 
take years and years to come to fruition. This usually 
happens because there are layers of legal clearances we 
must obtain and other steps we have to complete before 
we can even begin production. And the actual production 
itself takes time. Assembling the accompanying books 
and the packages entails detailed research, tracking 
people down and conducting interviews with them, 
hiring writers, scouring the landscape for photographs, 
then putting it all together, handing it over to our brilliant 
designer, Burton Yount, and finally massaging everything 
through production; it’s no small thing.

This was certainly true with this album. It took over six years 
for it finally to come together, but we were determined. 

Where most other companies faced with such a complex 
undertaking would probably just have taken a pass, we 
felt passionately that these glorious recordings of Jaco 
Pastorius and the “New York” Word of Mouth big band 
with special guest, the incredible Toots Thielemans, were 
precious. Clearly they needed to be treated with utmost 
sensitivity and care; and above all, with patience.

Thanks to the generosity of executive producer George 
Klabin, Resonance’s founder and president, we were 
able to make it happen in spite of the many roadblocks 
we encountered. George allowed us the time and 
resources to acquire the rights and build the album 
package in a way that we all felt would do honor to 
Jaco’s art. Above all, we wanted to reach out to the 

legions of Jaco Pastorius fans out there as well as folks just 
discovering him for the first time. We were determined 
to present this material in a way that recognizes the 
rare and unique piece of history it represents: Jaco, the 
apotheosis of the electric bass, in a concert recording 
that most of the musicians closest to him believe is the 
finest recorded evidence of his musical vision. 

The story of our release of this album begins in 2011 when 
legendary record producer, label executive and great 
friend of Resonance, Michael Cuscuna, introduced us 
to Tim Owens, the producer of the nationally syndicated  
Peabody Award-winning NPR program, Jazz Alive!, which 
showcased the best jazz of its day — from 1977 to 1983. 
A portion of the Word of Mouth concert we present here 
had been the subject of an episode of Jazz Alive!.

Public radio stations across the country broadcast that 
show and later, in the ‘90s, NPR aired that portion again 
on JazzSet with Branford Marsalis. An excerpt of the 
concert even surfaced illicitly on YouTube, of course 
with very poor audio, but this concert has never before 
been heard in its entirety, as we’re presenting it here. 
Indeed, over 45 minutes of music contained in this album 
have never been heard before at all, even on the NPR 
broadcasts.

So thanks to Michael, I met Tim Owens for the first time 
over lunch in Santa Barbara, where he now lives. As we 
sat and talked, Tim reminded me that he’d produced a 
broadcast of a Jaco Pastorius Word of Mouth big band 
concert in New York from 1982. I was beyond excited! I’ve 
always considered Jaco a real hero; someone whose 
recordings I’d collected since I was a teenager. I knew 
then and there we had to get our hands on that music 
and release it.

This is an unusually fine-sounding recording thanks to the 
talents and dedication of Grammy®-winning recording 
engineer Paul Blakemore, who not only recorded the 
original concert, but who mixed it again for us decades 
later — now with the benefit of better equipment than 
he had access to in 1982. Fortunately, for the original 
recording, Paul was able to use a first-class remote sound-
truck stationed outside Lincoln Center’s Avery Fisher Hall 
and he was able to capture excellent signal quality to 
tape. So decades later, for this release, he had top-quality 
source material to mix from. The sound on this album 
surpassed all of our expectations. 

Given the exceptional significance of this material, 
I wanted our team to build a truly special package 
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befitting the magnitude of the occasion. We wanted 
to build new reference materials to help us all to 
understand and appreciate Jaco’s genius. While 
today the validity of his self-assessment as “the greatest 
bass player in the world” is virtually undisputed, Jaco 
is also becoming appreciated more and more as a 
composer and musical catalyst. This big band, with the 
participation of the pantheon of New York horn players, 
represented the culmination of his musical vision. Why is 
this recording more special than other recordings? You’ll 
have to read what others have to say in this book and 
listen to the album to learn for yourself. This was the New 
York version of the Word of Mouth big band, which was 
different than the band that played in L.A. or the band 
that went to Japan.  

Over the course of putting this album together, we 
learned so much and we’ve gathered the voices of 
many of the musicians who participated in this event. 
We also take a look at two individuals who aren’t 
spoken of enough: arrangers Larry Warrilow and Charlie 
Brent, both of whom collaborated with and influenced 
Jaco. We have the preeminent authority on Jaco, Bill 
Milkowski, who has written a fantastic lead essay, as 
well as Jaco’s son John, who shares his memories of his 
father and of this concert, which he attended when 
he was eight years old. I’d like to personally thank all 
who participated in this book, including the legends 
who gave us their time for interviews and observations, 
towering figures including Peter Erskine, Bob Mintzer, 
Randy Brecker, Othello Molineaux, Randy Emerick, Lou 
Marini, Bob Bobbing, Robert Trujillo, Victor Wooten, Jimmy 
Haslip, Ron McClure, Wayne Shorter, Tim Owens and Paul 
Blakemore.

The first step in getting this project rolling was to get 
a deal in place with the estate of Jaco Pastorius. This 
came about in large part because of the support of 
our executive producer, Dave Love, an industry veteran, 
label executive and producer, who knew the family and 
its legal team. Thanks Dave! Next, the folks at Warner 
Music Group, which Jaco was under contract to at 
the time of the recording. Because of the care and 
understanding of our good friend there, Kent Liu, who 
recognized the importance of the project and helped 
shepherd our deal for the rights through, we were able 
to cross that bridge. Lastly, we had to clear rights with 
National Public Radio in Washington D.C. and we did 
that, as well. In the end, as is our practice, we’ve been 
able to secure all of the rights needed to release this 
album legally and officially.

In closing, I’d like to thank the estate of Jaco Pastorius 
and his family: Mary Pastorius, John Pastorius, Felix 
Pastorius, Julius Pastorius, Rory Pastorius. And special 
thanks go to Pastorius estate attorney Stephen J. Carlisle.

It was a long and amazing journey to see this project 
through. I’d like to thank George Klabin again for making 
it all possible and associate producers John Koenig and 
Zak Shelby-Szyszko for all their help in joining me to bring 
this production home. It took a herculean effort by a 
team. Last but not least, I want to thank the great Burton 
Yount for continuing to grace Resonance’s packages 
with his brilliant designs.

ZEV FELDMAN 
Los Angeles, January 2017

truth, liberty & soul
There was friction between Joe Zawinul and Jaco 
Pastorius when the revolutionary bassist left Weather 
Report near the end of 1981. Jaco’s Word of Mouth 
album had been released in the summer of 1981 to wide 
critical acclaim, including Japan’s Golden Disc Award 
for top jazz recording of the year, among other plaudits. 
But Jaco’s imminent departure from the premier fusion 
band of the era was already a fait accompli. As Weather 
Report’s drummer Peter Erskine recalled, “I think Joe was 
getting tired of Jaco jumping around onstage and doing 
his Hendrix stuff and Jaco was frustrated having to play all 
these written-out bass parts that Joe was composing for 
this new thing he was conceptualizing. And it drove Jaco 
nuts that Joe was doubling the bass with synth bass. He 
really hated that.”

Feeling stifled by Zawinul’s “technological overkill,” as he 
called it, Jaco decided to devote more time and energy 
to his own World of Mouth big band project. Zawinul 
maintained that Jaco’s ultimate departure from Weather 
Report was an amicable parting of the ways and more a 
matter of business and bad timing. “We were all planning 
to take off the whole year of 1982,” he said. “Wayne 
wanted to do something on his own and I wanted to do 
a solo album myself. Jaco had been talking about taking 
a big band out on tour to play the charts he had been 
working on. So we said, ‘Fine, no problem.’ It was gonna be 
our year away from Weather Report for all of us. Our plan 
was to regroup again in 1983 for another album and tour. 
But then our management told us we had to change our 
plans and go out on tour in the spring of 1982 because 
people had already put out a lot of money for publicity 
and for securing venues. Our managers had promised 
people, unbeknownst to us, that we would be back out 
on tour in April 1982. Otherwise, Wayne and I would have 
to pay penalties in excess of $70,000 just to pay people 
back. So we were stuck. We had to do the tour.”

Since Jaco was already committed to touring with 
Word of Mouth, Zawinul and Shorter looked around for 
his replacement. Zawinul recalled, “We had no choice. 
We had to find another bass player, which is how we got 
Victor Bailey into the band. Basically, Jaco went his way, 
and we had to go ours.” 

At the time, Jaco said, “When you leave a band as big as 
Weather Report, you have to go out with a bang!” And 
he did so in grand, audacious fashion. 
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To celebrate his 30th birthday on December 1, 1981,1 Jaco  
threw a party for himself at Mr. Pip’s nightclub in Fort 
Lauderdale, Florida. For this special occasion, he 
presented a batch of new big band charts (which he 
had arranged with the help of copyist and frequent 
collaborator Larry Warrilow) with a 24-piece all-star big 
band he’d assembled. Jaco invited family members and 
several hometown friends. As personnel for the band, he 
called upon colleagues past and present from Florida, 
New York and Los Angeles. This turned out to be the public 
debut of the Jaco Pastorius Word of Mouth big band. The 
band subsequently made appearances on January 7, 
1982, at the Warfield Theater in San Francisco, on January 
10 and 11, 1982, at the Dorothy Chandler Pavilion in Los 
Angeles and on January 12th and 13th, 1982, at the Park 
West Club in Chicago. 

The New York debut of the Word of Mouth big band at the 
Savoy Theater just off Times Square on Thursday, January 
14, 1982, was a grand event. Those of us in attendance 
didn’t quite know what to expect. There were rumors that 
Jaco had put together a Band-of-Gypsys-style power 
trio that showcased his peerless single-note virtuosity 
on the electric bass, an instrument he had completely 
reinvented in short order since bursting onto the scene 
only six years earlier. But when the curtain rose, the sight 
of a full big band fronted by a bespectacled, genteel-
looking Jaco, who directed the ensemble with head and 
hand cues while playing bass, elicited audible gasps from 
the audience.

The appearance at Avery Fisher Hall on June 27, 1982, 
of this version of the Word of Mouth big band, which 
featured the A-list of New York horn players, represented 
the culmination of Jaco’s musical vision. The stellar 
trumpet section was made up of Alan Rubin, Lew Soloff, 
Jon Faddis, Kenny Faulk and Ron Tooley. The trombone 
section was comprised of Jim Pugh, Wayne Andre, David 
Taylor and David Bargeron (who also doubled on tuba). 
John Clark and Peter Gordon were both on french horns 
while the sax section was filled out by Bob Stein, Lou Marini, 
Frank Wess, Howard Johnson and Jaco’s old C.C. Riders 
bandmate Randy Emerick. Featured soloists in this edition 
of the Word of Mouth big band included Bob Mintzer 
on tenor and soprano saxes and electric bass clarinet, 
Randy Brecker on trumpet, Othello Molineaux on steel 
pans, featured guest Toots Thielemans on harmonica and 
Jaco himself with his inimitable chops of doom. Fueling it 
all from behind the kit was Peter Erskine, who had gotten 
his big band pedigree from three years of road work with 
Stan Kenton and two with Maynard Ferguson. And finally, 

Don Alias laid down a powerful counterpoint to Erskine’s 
rhythmic propulsion. Together the members of this big 
band juggernaut shook up Avery Fisher Hall on that night 
with a combination of swing, rock, punk-jazz and blues, 
the likes of which had never been felt before in those 
hallowed halls of the Lincoln Center complex.

They come out of the gate charging hard on an up-tempo 
rendition of Bronislaw Kaper’s “Invitation.” Jaco fuels the 
groove with his incredible tumbao feel on the bass while 
Erskine falls into lock-step on the kit and Alias percolates 
underneath on congas. Mintzer and Brecker each deliver 
urgent solos over this pulse-quickening groove before 
Jaco enters midway through the piece with a daredevil 
solo in his inimitable low-end voice, accompanied only 
by Erskine and Alias. 

Next up is the rousing “Soul Intro” to Pee Wee Ellis’s “The 
Chicken,” a funk tune that Jaco played in his early bands 
on the South Florida circuit before joining Weather Report 
in 1976. In his funky, exceptionally syncopated groove 
playing here we clearly hear the influence of such electric 
funk bass pioneers as Jerry Jemmott (who played with 
Aretha Franklin and B.B. King on several sessions during the 
‘60s and ‘70s) as well as the whole lineage of bassists who 
came out of James Brown’s band, from Bernard Odom 
to Bootsy Collins. Randy Brecker experiments with some 
electronic trumpet on his solo while tenor saxophonist 
Bob Mintzer and steel pans virtuoso Othello Molineaux 
also deliver outstanding solos on this ultra-funky workout. 

Tubist Dave Bargeron then explores some deep multipho-
nics on a solo intro that leads into an astounding reading 
of Charlie Parker’s chops-busting “Donna Lee,” the tune 
that Jaco used to open up his own self-titled Epic debut 
in 1976, which was henceforth regarded by bass players 
everywhere as “the shot heard ‘round the world.” What’s 
especially mind-blowing here is that the challenging Bird 
head is played in unison by Jaco on bass, Bargeron on 
tuba, Mintzer on electric bass clarinet and Molineaux on 
steel pans. Bargeron solos first against Jaco’s unerring 
walking bass lines and Erskine’s insistent ride cymbal pulse. 
Mintzer enters next with a remarkably fluid solo, sounding 
like a dexterous synth player on his electric bass clarinet. 
Brecker comes next with urgent electric trumpet state-
ments before blowing with open-horn abandon over 
the changes. Jaco takes it from there, showcasing his 
fabled single note facility in a swinging breakdown with 
Erskine, whose interactive instincts on the kit are almost 
telepathic. The whole band takes it out, playing in unison 
on that tricky line.

Harmonica icon Toots Thielemans then takes the stage 
to join the World of Mouth big band on “Three Views of 
a Secret,” the lovely waltz-time number that stands as 
one of Jaco’s most potent — and most memorable — 
compositions. Although the piece begins in an almost 
naively lyrical fashion, it turns turbulent midway through, 
like a storm rolling across the plains, before resolving to 
a sunny, spirited ending with Jaco singing passionately 
over the top of the closing crescendo. Thielemans 
remains on stage to join the band on Jaco’s jaunty 
“Liberty City,” another triumphant number in his big band 
book. Molineaux’s steel pans, Mintzer’s soprano sax and 
Brecker’s wah-wah trumpet lines are also prominently 
featured on this Pastorius-penned piece named for 
a neighborhood in Miami that Jaco frequented as a 
youngster and which erupted into race riots during the 
1968 Republican National Convention in Miami.

The most intimate moments of the set come on Jaco’s 
tender, emotionally-charged duet with Toots on Duke 
Ellington’s classic ballad “Sophisticated Lady,” which 
also showcases Pastorius’s mastery of chords and false 
harmonics. Alias, Molineaux and Erskine then join the two 
on a beguiling rendition of Thielemans’s signature waltz-
time melody “Bluesette.” There’s a nod to Bob Marley on 
an authentic one-drop rendition of “I Shot the Sheriff,” 
which showcases Molineaux’s remarkable command of 
the steel pans. Thielemans joins in on this earthy quintet 
jam. 

Don Alias — a colleague and confidant of Jaco’s since 
they played together briefly in 1973 in Lou Rawls’s band 
— next performs a gripping unaccompanied bata 
and conga solo that triggers the Pastorius composition 
“Okonkolé Y Trompa” from Jaco’s ‘76 solo debut. French 
hornist John Clark carries the haunting melody on this 
mesmerizing number which has Jaco playing muted, 
percussive-like harmonics in combination with Alias’s 
congas. This sparse trio encounter leads into the epic and 
tumultuous “Reza,” another standout composition in the 
Pastorius book. Combining elements of world music, big 
band dynamics and swing and rock-tinged bombast, this 
slamming piece has Jaco soloing with his distortion pedal 
set on stun against Erskine’s powerfully swinging pulse. 
Midway through, the piece morphs into John Coltrane’s 
anthemic “Giant Steps” as the entire band jumps on the 
familiar theme in unison before Molineaux breaks loose 
for an incredible solo. And then it’s back to the glorious 
tumult of the concluding passages from Jaco’s hard-
hitting “Reza.” 
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The ensemble next tackles Mintzer’s intricate, swinging, 
stop-time big band chart “Mr. Fonebone” (named for a 
Mad magazine character from Mintzer’s youth). Mintzer 
delivers a torrid tenor solo and Brecker follows in kind with 
an aggressive trumpet solo while Jaco walks insistently 
underneath in tandem with Erskine’s swinging pulse on 
the kit. 

Following an exploratory bass solo by Jaco that has him 
layering motifs with a primitive looping device (a cool trick 
he employed in concert with Weather Report and on Joni 
Mitchell’s Shadows and Light tour of 1979), quoting from 
Jimi Hendrix’s “Foxy Lady” and playing a straightforward 
reading of “America the Beautiful,” Erskine engages in 
a polyrhythmic bit of thunder in an unaccompanied 
drum solo. The full band then enters with some free form 
extrapolations, even quoting the esoteric “Birth of Island” 
from Pastorius’s ill-fated Holiday for Pans album, which 
was never released in the United States. 

This Avery Fisher set concludes on an earthy note with 
a rendition of Buster Brown’s old-school shuffle-blues, 
“Fannie Mae,” another tune that Jaco had played 
throughout his career from his earliest days in Florida.

By September of 1982, Jaco and the Word of Mouth big 
band would embark on a tour of Japan that resulted in 
the live albums Invitation (released on Warner Bros. in 1983) 
and Twins I & II (a Japan-only release). But this June night 
at Avery fisher Hall was the setting for a truly monumental 
achievement in Jaco’s career. Word of Mouth was at 
the top of its game and this superb recording stands as 
evidence of the culmination of Jaco’s vision; a triumph in 
the extraordinary career of the self-proclaimed “world’s 
greatest bass player.” (And as Jaco used to say, “It ain’t 
braggin’ if you can back it up!”)

BILL MILKOWSKI

Bill Milkowski is a regular contributor to DownBeat, Jazziz and 
Absolute Sound magazines. He is also the author of JACO: The 
Extraordinary and Tragic Life of Jaco Pastorius (Backbeat Books, 
1995).
 
1   This December 1, 1981 performance was recorded. Warner Bros. 

Records released it in 1995 as an album entitled, Jaco Pastorius  
The Birthday Concert.

tim owens reflects on  
jazz on npr and this concert

ZEV FELDMAN: How did you start producing shows for NPR?

TIM OWENS: I had a mentor, Steve Rathe, who was in a 
strategic position with NPR in the mid-’70s. I was in San 
Francisco, Steve was in Washington D.C. working on a 
show called Folk Festival, USA, which went around the 
country recording folk festivals and making radio shows. 
I did a few shows with Steve from the West Coast that 
were incorporated into Steve’s series. Around 1976, Steve 
said to me, “We really want to do a jazz series; NPR’s got 
some money for it. Do you have any ideas?” I said, “Yeah, I 
want to go around the world recording jazz concerts and 
making radio shows out of them,” similar to Folk Festival, 
USA. So he said, “Write a proposal.” I did, as did a couple 
other people, and ultimately they went with mine. Then 
after a pilot process, they had me come to D.C. from my 
home in Mill Valley to begin what became Jazz Alive!. 
Steve was executive producer and I was producer for a 
while. Then Steve left the show and I continued on. We did 
a lot of great recordings. 

When did Jazz Alive! begin? 

October of 1977. We launched with the show that featured 
Ella Fitzgerald’s trio with a walk-on by Stevie Wonder. They 

did “You Are the Sunshine of My Life” together. They really 
botched it too, but it was the moment. 

What were the premise and philosophy behind Jazz Alive!?

To capture the essence of jazz and improvisation in 
performance and convey that by presenting it on radio 
with an informed host. For the host, we found Dr. Billy 
Taylor. And Billy brought some educational elements to it 
along with interviews interspersed between the sets. Our 
other mission was to present talent that deserved wider 
recognition. 

How did you determine what would be aired on the show? 
How did you choose this Jaco Pastorius big band concert? 

First, for finding talent, basically, we had a blank canvas 
to work with. This was a new show, so nobody had 
appeared on it before. So we just started approaching 
various club owners around the country: Todd Barkan 
at the Keystone Korner in San Francisco, Tom Bradshaw 
had the Great American Music Hall, Max Gordon had 
the Village Vanguard in New York, Joe Segal in Chicago 
with the Jazz Showcase. We approached these guys and 
said, “Hey. We want to do some recordings in your places,” 
and they agreed. We also approached the festivals: 
the Monterey Jazz Festival, the Kool Jazz Festival in New 
York, the Montreux Jazz Festival and others. Our biggest 
stumbling block initially was getting the rights from the 
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musicians themselves, but because Billy Taylor was part of 
the program, they ended up giving us rights to broadcast. 

The recording with Jaco Pastorius came about because 
I got together with George Wein and said, “I’d like to do 
a bunch of the concerts for the 1982 Kool Jazz Festival, 
but I need some money to do it.” George introduced me 
to Brown & Williamson, the tobacco company. They were 
the sponsors of the Kool Festival at the time. They gave us 
$75,000 to go out and record a bunch of the concerts, 
both at Carnegie Hall and Avery Fisher Hall. I had to nego-
tiate agreements with both halls for the IATSE stagehands 
and then separate ones with the American Federation of 
Musicians for the musicians. But it all worked out.

One of the Kool Festival shows was the Jaco Pastorius 
Word of Mouth big band at Avery Fisher. I said, “That’s a 
must.” So we set about zeroing in on this show. The Jaco 
Pastorius concert was in competition with the Benny 
Goodman Quintet with Lionel Hampton, Teddy Wilson, 
Panama Francis and Phil Flanagan, the Herbie Hancock 
and Oscar Peterson duo, a Mel Torme concert with Gerry 
Mulligan and George Shearing, the Phil Woods Quartet 
was performing with an “Alto Summit” that had Phil, Sonny 
Stitt, Richie Cole and others. So there was a bunch of stuff 
going on and we were literally shuttling between venues 
recording these shows — often simultaneously. I remember 
riding on a motorcycle with Steve Rathe as we shuttled 
between the shows. 

Where did you first hear Jaco? What was your impression? 

Through Weather Report. Then came the Word of Mouth 
big band. We had our fingers pretty much on the pulse 
of what was going on, so we knew he was developing 
this band. 

What was your impression of Jaco as an artist? 

He was a total individualist. Incredibly unique sound that 
I think people still copy today. But nobody can duplicate 
what he did. Not only that — not only was he a great 
bassist, but his ability to compose — which I don’t think 
he gets much credit for — and arrange; some of the 
arrangements are really interesting. You can hear it 
particularly on this performance. 

What do you remember from this evening? 

Things could sometimes be hectic in a big production 
like this. There’s a limited amount of sound-check time, so 
you’re always scrambling to get the best scratch mix you 
can. Fortunately we were able to use the Record Plant 
truck to multi-track this performance, so we could at least 
cover our errors. 

Were the musicians difficult about the recording? 

No. They were all really affable. They were all into the 
recording. Jaco was into it. So there was a real good vibe 
around it, unlike some of the other venues where some 
musicians might grumble and make it more difficult on 
you. Like, “Don’t put any mics out!” With Jaco’s band, 
they were focusing on their music. These guys were under-
rehearsed so they were trying to lay it down the best they 
could in rehearsal: Rehearsal; sound check and then pull 
it together for the evening. 

What do you feel when you listen back to these 
recordings you worked on all these years later? Like the 
Sarah Vaughan album we put out last year and now this 
recording? 

Nostalgia. It was a great time; certainly among the top 
two gigs I ever had. It was an opportunity to meet a lot 
of great people, a lot of great musicians, work with a lot 
of skilled production people and to be able to create 
something that had never been created before. By that 
I mean we were often working with George Wein to 
create all-star bands for Jazz Alive! concerts. And we did 
that with other presenters and venues, as well. They might 
have had a core group that could be augmented or we 
could come up with other creative ideas. There was a lot 
of room for that. And then, passing these performances 
— in many cases rare performances — on to the public 
was important. So I look back with nostalgia. It saddens 
me that a lot of these recordings — and there are a lot 
of great recordings — still haven’t seen the light of day. 

Any final thoughts about Jaco and the Word of Mouth big 
band, Jazz Alive! or this recording in general? 

Jazz Alive! proved to public radio that jazz can generate 
an audience for them. And it gave birth to various jazz-
formatted radio stations on public radio. There are still 
quite a few of those stations out there on public radio. 
And Jazz Alive! is credited  for showing that there’s an 
audience for the music and for creating and catalyzing 
that format. I’m proud to be a part of that legacy; that 
history that will help preserve, protect and promulgate 
jazz for the future. And as a part of that mission, this one 
with Jaco Pastorius and the Word of Mouth big band was 
definitely a hallmark concert, that’s for sure.

Tim Owens produced Jazz Alive! for NPR from 1977 through 1983 and 
he has continued to work in radio in the years since it ended. Over the 
years, his programs for NPR and WETA have garnered numerous awards 
including two Peabody Awards, radio’s most distinguished honor.

engineer paul blakemore on  
the making of this recording

I was the engineer for this recording in the summer of 
1982 when I was 28 years old. I was never happy with the 
original mix and that disappointment has haunted me 
ever since. Now at age 62, I have miraculously been given 
the opportunity to work on it again and make it right. I 
made the recording while I was a staff engineer at NPR 
for their weekly broadcast series Jazz Alive! produced by 
Tim Owens and hosted by Dr. Billy Taylor.

I’d looked for the original two-inch, 24-track, master tapes 
around 2003 when there was a renewed interest in Jaco’s 
big band, but I didn’t locate them then. I assumed the 
tapes had been lost; I hated to think that this performance 
was gone. NPR suffered a financial collapse in late 
1982. It was a chaotic time and many of NPR’s original 
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recordings disappeared. But in 2016, a colleague told 
me the tapes had resurfaced. I was overjoyed, but I had 
no idea then that the opportunity to produce new mixes 
would eventually come back to me.

The recording has haunted me for both musical and 
technical reasons. When I first mixed the multitracks to 
stereo back in 1982, I didn’t have adequate facilities. 
The only studio available for multitrack mixing was 
inadequate and I wasn’t given enough time to mix it 
properly. The music was burned into my memory, though; 
I knew the performances were amazing and deserved 
the best possible treatment.

We did the original recording under the best conditions. 
We had New York Record Plant’s “Black” remote truck, 
the legendary location-recording truck designed by 
the brilliant recording engineer, Dave Hewitt. It had the 
finest equipment of that era including a large API mixing 
console, dual Ampex MM1200 24-track tape recorders 
and a large array of microphones and ancillary 
equipment. Even though I had to do my original mixes 
for the Jazz Alive! broadcast on sub-par equipment, the 
sound on the original 24-track tapes remained excellent; 
I was able to make the new mixes the way I would have 
done them originally if I’d had the benefit of the better 
gear I now had.

I had a special affinity for Jaco. I’d been introduced to 
him in 1976 with the release of his eponymous debut 
album on Columbia. Like musicians everywhere, I’d been 
captivated by Jaco’s virtuosity and emotional depth. At 
that time, I was a jazz drummer in the Austin, Texas, scene. 
I was playing a five-night-per-week gig at a local club, 
the Blue Parrot, with Austin pianist-singer Bobby Doyle and 
bass player Roscoe Beck. Roscoe went on to a successful 
career playing with Robben Ford, Eric Johnson, the Dixie 
Chicks and was music director for many years for Leonard 
Cohen. Bobby was an incredible talent who deserved 
national recognition, but he had a self-destructive, bitter 
streak. Roscoe and I loved playing with him, though, 
because he was a powerful talent and teacher. 

When lead singer David Clayton Thomas left Blood, 
Sweat & Tears, Bobby Doyle was one of the people they 
brought in to replace him. Bobby’s tenure with BS&T was 
short. After he left, Jaco joined BS&T. But Bobby had made 
an impression on the band and they told Jaco about 
him. So when BS&T was in Austin on tour, Jaco came to 
hear Bobby for himself.

I remember well when Jaco came. We were in mid-
set. I looked over at Ros next to me and he had this 
dumbstruck look on his face. He nodded his head toward 
the entrance. At first I couldn’t figure out what was up, 
but then I spotted Jaco, who’d walked into the club. My 
heart rate skyrocketed. Roscoe and I lived next door to 
each other and we’d worn out a copy of Jaco’s debut 
album. We were huge fans and here he walked into the 
Blue Parrot to listen to us! He eventually made his way to 
the stage and sat in on both bass and drums. Not only 
was he the best bassist alive, he was a killer drummer; he 
played circles around me. 

I followed Jaco’s career after I moved to Washington, 
D.C. in 1978 and stopped playing music to become a 
recording engineer at NPR. One summer evening, I was 
walking with my date in Georgetown. We were crossing 
the street when who comes walking toward us but Jaco. 
He actually remembered me from the Blue Parrot. We 
went for sushi together before heading to Blues Alley to 
hear Monty Alexander. We talked about music, recording 
and other things. It was a wonderful reunion. So when 
in 1982 I was given the opportunity to record him, I was 
thrilled as only a 28-year-old can be. 

For these new mixes, we transferred the original analog 
multitracks to high-resolution digital before mixing. I’d 
originally used 22 tracks of the available 24 because 
the two tracks at the upper and lower edges of two-
inch tape are sometimes susceptible to audio problems 
and I hadn’t wanted to take any chances. I mixed 
using a Sequoia digital audio workstation with Universal 
Audio tone control and dynamic range control plugins, 
where needed. Because of the flexibility a digital audio 
workstation affords you, I was able to fix a number of 
balance issues caused by musicians being in-the-moment 
and wandering off-mic. Of course, their attention was 
on giving a killer performance, not standing perfectly in 
place like choirboys! 

I love this music and all of these musicians deeply and I’m 
so grateful that I had the opportunity to finally do it and 
them justice on this new album.

Paul Blakemore is a Grammy®-winning recording engineer and six-
time Grammy® nominee, in addition to being a NAMM Tech Award 
Nominee. He has credits on numerous award-winning and award-
nominated albums including 48 Grammy®-nominated albums, one 
Juno-winning album and 16 Grammy®-winning albums.

Jaco, Randy Emerick, Clark Terry and Toots Thielemans. 
Photo courtesy of Randy Emerick

john pastorius —the word of mouth big band from the inside — an eight-year-old’s perspective
ZEV FELDMAN: You were traveling with the band around 
this time the recording was made, right?

JOHN PASTORIUS: It was right after school got out in the 
summer of ‘82. I was in fourth grade. It might have been 
the first gig of the tour for me. Most of the gigs on the tour 
were with Bob Mintzer, Othello, Don Alias, Peter Erskine 
and Randy Brecker — a smaller band. But for the Kool 
Jazz concert, it was a big band. It was the first time I was 
alone on the road away from my mom. My older sister 
wasn’t there either. It was just basically me and my dad 
and the boys on tour. My sister has some horror stories — 
and some good stuff, too — later in the year from when 
she went on the Japan tour. My dad wasn’t doing well 
after the twins were born. Mentally he wasn’t all there in 
Japan the way he was on my tour. But I was only eight 
years old and I think overall everyone was on pretty good 
behavior on the tour I was on.

What was it like being around the musicians? 

They all looked out for me. I hung around a lot with Bobby 
Mintzer and Peter Erskine, as well as my dad. And Don 
Alias was really cool. It was a good time. At eight years 
old, going on the road with your dad is a little different 
than being in town with him. I had already seen him 
locally and I’d been in L.A. with him to some concerts with 
Weather Report, but this was really the first time I saw how 
crazy some of the fans were for him.



What was that like?

It was cool that he was appreciated, but to this day, I’m 
still a little cynical about it; a little apprehensive. Some 
people would go a little crazy. That was my first exposure 
to the real “Jacoholics.” I met some interesting people on 
that trip, though. There were always people popping in. 
And that concert at Avery Fisher is the first time I really got 
to hang out with Toots. 

How was that? 

He was really sweet. He and his wife were both there. They 
brought their dog, too. They were very endearing. They 
were very accommodating because I was just a little 
eight-year-old kid on the tour. 

What was it like hanging out with the musicians on the 
bus, at dinner; things like that? 

We rode the bus. The train, too. And we also flew a couple 
of times. Bob Mintzer was very sweet. He had a calculator 
watch with a game in it. In the early ‘80s, they had just 
come out with calculator watches; right when video 
games first started coming out. So Bob had a game you 
could play on his watch. He’d let me play it for hours to 
keep me busy. Also Michael Knuckles, one of my dad’s 
best friends — his one-time sound guy who ended up 
being his manager during this time. He was with my dad 
for the whole tour. He was a real fun dude, probably the 
closest guy on the tour to my dad. I hung out with him a 
lot too. 

I liked drums as a kid so I would sit on Peter’s riser for all 
the concerts. At the Avery Fisher concert, I was on stage. I 
was on Peter’s riser at one point. And for about 30 minutes 
of that concert, I was locked out of the backstage area. 
Mike Knuckles and my dad said, “Hey, go sit up with so 
and so.” Avery Fisher has those overhang booths and they 
pointed and said, “Go sit with them!” So the door shuts 
behind me and I’m locked out. I don’t know how to get 
up to where they told me to sit. So for half an hour I’m 
just running through Avery Fisher Hall with nowhere to go, 
crying. And finally a security guard finds me and I end 
up getting backstage again and pretty soon, I’m back 
behind Peter’s drum set. 

What was the dynamic like, from your perspective, 
between your dad and the musicians?

Peter [Erskine] and my dad were always the closest. I 
remember chilling at the hotel and they’re competing at 
the pool to see who could do more laps under the water 
and other stuff. 

What did the Word of Mouth album and the band mean 
to your father? 

It was his first chance to really express what he wanted to 
do. He always loved Wayne and Joe. He loved Weather 
Report. And he always considered himself to be in the 
band until the day he died. It was just like, “Yeah, we’ll get 
back together again; I’m still in the band.” But Word of 
Mouth was the first time he played the stuff he wanted 
to play. He wanted to play bigger ensemble stuff. He 
wanted to do his own charts. And I think he felt restricted 
in Weather Report. It was definitely cathartic for him to 
be able to do his own thing. And as much as he missed 
being in Weather Report, I think it’s something he had to 
do. 

I remember my dad and Larry Warrilow doing charts, 
literally, in the house. Just the whole living room just being 
charts, arrangements for that big band, the two of them 
on the ground and just . . . I had to tiptoe — like you’re 
doing hopscotch through the living room — because 
there were piles of sheet music throughout the whole 
room. You knew it was serious, so I’d just be like, “OK, time 
to go outside.” It was a very serious thing to him. It was 
always fun, but it was a serious thing to him. 

Your father is regarded as “the Jimi Hendrix” of the bass. 
I know you’ve heard stories about him and his greatness. 
Of what’s been said, what do you value the most?

I know through my own experience and my own 
musicality, my own DNA what his importance was and still 
is. I always love it when the cats really talk about him — 
Herbie, or in the documentaries, Wayne Shorter or Flea 
or Sting. Still, one of the main things we in the family have 
tried to do is to inform the misinformed or the uninformed; 
to tell my dad’s real story. No matter how long ago he 
passed away, his music will always be alive and will always 
be an influence. 

I remember things he said about himself like, “I’m just 
doing a bad imitation of all the old cats,” which to a 
certain degree is true; not the bad part, but that he 
respected the people who came before. There are only 
a certain number of notes you can play; everyone’s 
playing the same notes one way or another. But it was 
his ability to pick and choose what he thought was cool 
from the tradition; what he thought meant something. 
What he did changed the music world forever. To me 
that’s the coolest thing. 

I miss him; just my dad being around. But his records — like 
this album — still make you feel like he’s around. And I’ve 
always told people, “Hey man, any time I want to talk to 
my dad, all I gotta do is press play.” 

You’ve listened to a lot of your father’s music over the 
years, both live and on record. How do you think this 
recording compares to your father’s other recordings? 

This era was when it was the coolest. This was really the 
genesis of that band; the true starting point. There was 
a lot of passion with all these guys. I was there for some 
of the rehearsals. It wasn’t a joke; they were serious 
rehearsals. My dad pushed them really hard. Really hard. 

What were those rehearsals like? 

I remember as a kid just thinking, “Man, this is intense!” 
It wasn’t just going quickly through the pieces. He was 
always a perfectionist when it came to this stuff. I know he 
would be proud of this record because the band put in 
a lot of hours to get the music right. I was there for it and I 
know how hard they worked. 

Any final thoughts you want to share about your father 
and his legacy and this music? 

My father has more fans today than when he passed 
away. He’s bigger today than he’s ever been, which is a 
testament to how great his music was and how important 
he was in the history and DNA of the bass and music in 
general. He didn’t like to be restricted to just being called 
a jazz musician. He’s an important figure in the whole of 
music history. I feel good that people saw his personality; 
that they could hear his personality. He was a great 
man, a great musician and someone who will always 
be remembered and always be heard. I’ll always do 
whatever I can to make sure he is. Even without my help 
it would still happen because he’s that important to so 
many people. He always will be; that’s just the way it is. 
He was a beautiful soul. And this was a concert he was 
very proud of. 

John Pastorius is Jaco Pastorius’s second child and his oldest son.

Word of Mouth tour baggage tags courtesy of  Peter Erskine



Jaco on the train in Japan. Photo courtesy of Randy Brecker.

bob bobbing — jaco and me
ZEV FELDMAN: You and Jaco were close friends from 
the early days in Florida. Can you share some of your 
memories?

BOB BOBBING: Jaco and I weren’t studying together. I 
played bass before Jaco, but after he was playing for like 
two weeks he was way ahead of me. One day I saw him 
playing on the beach with a brass band. It was his first 
week ever playing bass! After playing bass for one week, 
he was playing with a band!

The first band he led was Woodchuck, an R&B band; 
tunes from the 45s like James Brown, Little Beaver, Frankie 
Williams & The Rocketeers, some Stevie Wonder, little 
Beatles, Frank Sinatra. 

I have these 45s that were in his drawer in a paper bag up 
through 1974 when he moved out of his mother’s house; 
all left in his drawer. If you went to Jimi Hendrix’s house 
when he was a teenager and you went in his drawer and 
saw all his 45 records, that would be priceless. So I have 
Jaco’s 45 records in that same bag.

Jaco would go into the neighborhood in Fort Lauderdale 
where the Downbeat club was ‘cause he listened to a 
radio station called WRBD, Rockin’ Big Daddy. That’s where 

you’d get R&B records. The DJs would talk about the 
Downbeat and the Embassy Club and the acts coming 
through. James Brown went through there, Otis Williams, 
guys like that would come through that little club. That’s 
where Jaco saw Little Beaver play and other groups he 
learned from. Little Beaver was his favorite guitar player. 
He had about nine or ten of his 45s. 

One day I saw this flier from Criteria Studio in Miami saying 
they were auditioning for a Muscle Shoals-type band 
for a studio band. I told Jaco, “They’re auditioning for a 
studio band. You gotta go down there.” He wasn’t really 
interested, but we went. There’s about three other bass 
players there. And the Albert brothers, Ronnie and Howie, 
producer/engineers who worked at Criteria, were in the 
booth. They came out and said, “I’m gonna play a track 
with a click track. You’re gonna hear it once. I want you 
to play along like you were doing a session. I want you 
to play whatever you feel like doing. It’ll be fair ‘cause 
everyone gets a chance at the same one.” 

The first guy up was an upright player from University of 
Miami who also played electric. They play the click track 
— some simple tune. He’s confident. He does his best. 
Jaco’s already thinking of every harmonic possibility, 
every rhythmic possibility. He comes next. They play the 
track and before the third click, on the upbeat, Jaco 
plays a handful of harmonics and an open E. Before the 
song even starts he’s got an open E with a handful of 
harmonics and a beautiful fretless introduction looking 
at the little riff into the song. It was unreal. Then he’s 
shadowing the melody of the song. Then in the chorus, 
he does a double-stop. Unreal! Before Jaco was done, 
the first guy who played yells out, “No Fair!” Screams it out! 

They stopped the audition. They came out and said, 
“What’s your name man?” They exchanged numbers 
like he got the gig. But Jaco didn’t want it. What he 
wanted was to make an impression. He didn’t even want 
to wait and see the rest of the guys. He said, “Let’s go, 
Bobbo,” and grabbed the amp and rolled it out. We were 
laughing all the way to the van. We put his stuff in the 
truck and went across the street to McDonald’s and got 
two fish sandwiches. That was the end of the day. That’s 
one of my greatest memories ever. 

One last thing: I interviewed Joe Zawinul for two days at 
his house after Jaco died. Somehow we hit it off. At first he 
was bragging about how he’s the greatest: “I did this,” “I 
was in Austria” and “I’m the greatest.” Finally I said “listen 
man, this is for Jaco’s kids. Enough about you. Give it up.” 
So he finally got down and started talking. It came up 

about how Jaco was on the plane with Joe and played 
him a tape of Word of Mouth just after he’d finished it. Joe 
goes, “It stunk.” 

Then Joe says, “When Wayne and I do a record, we do 
something to push the limits; something new. We always 
look to do something better, break new ground.” I told 
him Jaco wasn’t trying to break some new technique. He 
went home to heal. Didn’t Joe know he grew up with his 
father’s big band albums — Sinatra, the Dorsey brothers 
and all the cats? And then he was in Wayne Cochran & 
The C.C. Riders and Tommy Strand & The Upper Hand? 
And he played with Peter Graves? He had history. And 
then he learned how to write for big band. He loved that. 
He went home to heal up and do some music, man, not 
some new techniques. I said, “You hurt his feelings. That 
record didn’t stink. There was some great writing on there.” 
I told him it was heartbreaking; that Jaco looked up to 
Joe. Of course, Joe’s not going to show any emotion. But 
15 years later, Joe’s got cancer. Weather Report’s over; 
he’s got Zawinul Syndicate. Then that ran its course. And 
at the very end, you know what he does? A record called 
Brown Street. And what is it? Joe Zawinul doing a big 
band record like Jaco’s Word of Mouth. So he knocked 
Jaco, but he ended up doing that at the end when he 
was knocking Jaco for it years earlier. 

A fellow bass player, Bob Bobbing was one of Jaco Pastorius’s 
oldest and closest friends.



raw, pure and untreated  robert trujillo on jaco 
ZEV FELDMAN: When did you first hear Jaco? 

ROBERT TRUJILLO: In the late ‘70s. I had a friend, David 
Santana. We grew up playing music together. His older 
brother Cesar was a bass player and Cesar turned me 
on to Weather Report and Jaco in particular. I remember 
“Teen Town” was the first Jaco composition with Weather 
Report I heard.

I was blown away because it was so different. And to 
hear such a heavy tone and an instrument — the bass 
— soloing that way, it had a different personality to it than 
what I’d heard before. It was something so unique that 
it really stuck with me. And soon after that, he turned 
me on to Jaco’s first solo record, the self-titled Jaco 
Pastorius album, and “Portrait of Tracy,” which is on that 
record. I remember hearing it for the first time and not 
even knowing what a harmonic was. And here’s this 
incredible composition utilizing the harmonics, which I 
only knew about from tuning the instrument; harmonics 
weren’t something I even thought about actually playing 
in music. So hearing Jaco, it was like all of a sudden so 
many possibilities for what you can do with the instrument 
opened up to me. 

It must surprise people who just think of you as a heavy 
metal bassist to find out that you idolize Jaco. How do you 
explain that to them? 

I had the good fortune of seeing a lot of great bands 
from the ‘70s on. I had no rules as to what I listened to. I 
grew up listening to a lot of jazz and classical, and even 
my father’s Sabicas records, you know, hearing flamenco 
guitar. And the Rolling Stones, Led Zeppelin, James Brown 
and Marvin Gaye. The first concert I ever went to was the 
Isley Brothers. When I was 19, I went to jazz school, the Dick 
Grove School of Music in Studio City. I wasn’t playing jazz, 
but I wanted to expand my horizons. 

Actually, when I joined Metallica, I had to learn to play 
thrash bass better because I wasn’t very good at it 
when I joined the band. I was more of an R&B/Funk bass 
player at that time. But I had a lot of music in my head 
from growing up that I could fall back on. So I adapted. 
I love all styles of music. 

To me, even in our film, one of the main messages is 
that music is for everybody. It doesn’t matter if it’s heavy 
metal or soul or gospel or punk or surf music or country 

or whatever. It’s all great. I thought it was important to 
share Jaco’s story and what it meant to me . . . and what 
it meant to the people I know.

What are your thoughts about this recording of Jaco and 
the Word of Mouth big band live at Lincoln Center? 

I was really blown away by it. What I felt was this fire and 
this energy from this music and the musicians. What really 
stood out to me was the magic between Peter Erskine 
and Jaco. There’s a daredevil element or energy to 
this body of music. Here Jaco is. He’s trying something 
different and he’s stepping away and this recording is 
so raw and beautiful. It brings that magic to your ears. 
Othello, he’s incredible. Don Alias, too. These masters 
who were always been connected to Jaco throughout 
his journey over the years; here they are and they’re all 
on the same stage and you can just feel the fire of the 
performance. You can tell they’re having a really good 
time. But there’s something about the rhythm section in 
these recordings that is so dynamic and pure. I guess 
pure is the right word. It’s just really incredible that we are 
able to experience magic like this, you know, for what 
feels like the first time. In this day and age! It’s raw, it’s pure 
and untreated. It’s there and it’s the way you would want 
to experience Jaco in this day and age. 

What do you want younger generations to take away 
from Jaco’s music? 

I hope they can embrace Jaco’s spirit as an artist. 
Of course as a bass player and the fact that he took 
chances, he tried different things. The harmonics were 
an inspiration for him to compose. Melodic statements 
— taking a vocal melody and bringing it on to the 
instrument and creating around that. All these journeys 
that he took with sound. It’s one thing that he was just 
so funky and was a groovemeister, always going to be 
about the groove, but to just broaden the spectrum and 
create on that level was just so special. And that they 
keep their ears open. Like Jaco says, “I know where I stole 
every note.” And what he means is where he was inspired 
and found those tools that he used to create. And I would 
hope that the younger musicians out there, and artists, 
pull from that and take that edge and attitude that he 
had along with that daredevil approach and apply it 
to their own real music. That’s what it’s about. It’s energy. 
Jaco Pastorius equates to energy to me. Positive energy.

Robert Trujillo is the co-writer, producer and co-executive producer 
of Jaco, a feature-length documentary on Jaco Pastorius’s life and 
career. He is the bassist for the iconic metal band, Metallica.
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larry warrilow  
and charlie brent

Over the course of putting this book together, two names 
came up several times when Jaco’s colleagues talked 
about his arranging: Larry Warrilow and Charlie Brent. 
Both were guitar players, but Warrilow and Brent played 
different roles in Jaco’s development as an arranger.

Charlie Brent was the rhythm 
guitar player and musical 
director of Wayne Cochran 
& the C.C. Riders, one ofJa-
co’s first real professional jobs. 
Charlie was known as a bril-
liant arranger who doubled 
on saxophone and guitar. As 
Bob Bobbing put it, “Charlie 
Brent’s original charts were 
why Jaco wanted to join 
that band.” After Jaco joined 
Cochran’s band, he pressed 
Brent to teach him about 
arranging; about harmony 
and voicings. Brent resisted 
at first, but he finally gave 
in and taught Jaco. A New 
Orleans native, Brent was a 
university-educated musician. 
According to Randy Emerick, 
before Brent joined Cochran, 
“he became a fixture in the 
New Orleans music scene, playing with Luther Kent 
down there. He was writing arrangements for all kinds of 
stuff — arrangements for the New Orleans Saints football 
team and lots of other things.”

Bob Bobbing remembers, “Charlie taught Jaco the 
range of every instrument in the orchestra. In showing him 
techniques for assigning instruments in a chart, instead 
of using instruments that can comfortably play certain 
parts, Charlie would say that if you wanted it to sound 
‘desperate,’ then you have an instrument playing at the 
top of its range, rather than an instrument with a range 
naturally below that who can play it in the middle of its 
range. So you might want to write a sax part so the guy 
had to bite down on the reed to try to spit the note out 
instead of a lower-register sax playing the same line 
comfortably. That would make the song and the chart 
sound different because there’s a lot more energy and 
intensity writing it one way as opposed to another.”  

Larry Warrilow worked on Jaco’s charts with him during 
the Word of Mouth period. Bob Mintzer witnessed their 
work together: “Jaco had a guy who did most of the 
orchestrating for him. His name was Larry Warrilow. Not 
so many people know about him. More people should. 
He was really the mastermind behind orchestrating a lot 
of the music on Word of Mouth. There are times where 
there’s a composer who has very interesting ideas and 
then these ideas get handed off to an orchestrator who 
puts their three cents into the mix and can very much 
shape the direction and sound of that music in a dra-
matic way. I think that was the case with Jaco. Larry 
orchestrated a lot of those songs — ‘Liberty City,’ ‘Three 
Views of a Secret,’ ‘Reza,’ ‘Dania.’ I got friendly with Larry 
when we were out doing some big band gigs. Larry would 
oversee the librarian duties. He passed away six or seven 
years ago. He was a guitar player; a brilliant musician. 
Really incredible. Just one of those guys you find in music 
all the time. They’re sort of quiet; they’re not self-promot-
ing. They’re lurking behind the scenes. But this brilliance 
creeps into the mix and they’re never really looking for 
any sort of recognition.” 

Randy Brecker echoes Bob Mintzer’s sentiments about 
Warrilow: “It was quite a relationship between Jaco and 
Larry Warrilow. I don’t think Larry gets enough credit. I don’t 
think very many people know this, but Larry orchestrated 
a lot of these arrangements. Jaco would introduce him 
as his copyist, but he was more involved than just copying 
out the music. He actually orchestrated most, if not all, 
of the charts. They were all Jaco’s tunes; Jaco sketched 
out everything. I saw sketches. But then Larry put the 
arrangements together. Larry was a very soft-spoken 
guy — part of Jaco’s inner clan from Florida. He always 
had a beer in his hand and didn’t say much. But he was 
really central. It was like the partnership of Duke Ellington 
and Billy Strayhorn; they really collaborated. Larry passed 
away a few years ago never really got enough credit for 
the orchestrations he did with Jaco.”

Randy Emerick observed, “Larry knew exactly how Jaco 
voiced things; he’d been close to him for so long. Some 
of the arrangements — the way you might lay parts out 
for the horns, whether you’d drop the second voice or 
all kinds of little techniques, Larry could do that. He knew 
the way Jaco would have wanted to do it. He knew what 
Jaco wanted and Jaco knew he could rely on Larry to 
give him that.”

JOHN KOENIG

“hey man, have fun.”  
a conversation with peter erskine
ZEV FELDMAN: How did you end up playing with Jaco in 
Weather Report?

PETER ERSKINE: It’s interesting that this recording reunites 
Jaco, me and the trumpeter, Ron Tooley. Ron and I 
worked together in Maynard Ferguson’s band. It was 
thanks to Ron that I got to meet Jaco and Jaco got to 
hear me, which led to Jaco recommending me to Joe 
and Wayne for Weather Report.

Maynard’s band was playing in Florida. Ron called Jaco 
intending to leave a message. Unexpectedly, Jaco was 
home. They chat for a bit and Ron invites him to the show. 
Jaco says, “That’s OK. I heard you guys the last time you 
were here.” Ron says, “Well, we’ve got a new drummer. You 
might want to check him out.” And then Jaco says, “OK.”

I was a fan of Jaco’s, like everyone else who’d heard 
his debut album. There was a distinct impression: the 
unusual sound of his name, his look, that black-and-white 
photograph of him just looking directly at you as you held 
it. It seemed very European. Sophisticated. It worked as 
an announcement, let’s say. 

So I wasn’t prepared to see the Jaco I actually saw when 
I met him. Ron Tooley was speaking to someone during 
intermission. Ron had his trumpet under his arm with the 
mouthpiece facing backwards. So I crept up and blew 
into his trumpet, which generally isn’t a cool thing to do. 
He looked a little surprised — not too happy at first — 
but then he says, “Oh, Peter! That was you! Say hello to 

Larry Warrilow and Dave Love. Courtesy of Peter Graves.

Charlie Brent
Courtesy of Allyn Robinson



Jaco Pastorius.” And I look up and here’s this guy with a 
striped shirt buttoned up to the top button wearing goofy, 
almost Army-issue glasses, stringy, dirty long hair and a 
Philadelphia Phillies baseball cap. So when Ron says, 
“Peter, say hello to Jaco Pastorius” I just looked at Jaco 
and said, “No shit.” 

Jaco was friendly. We chatted a bit and then I excused 
myself. I said, “We’ve gotta go and play.” And as I was 
walking away, Jaco said something to me no one ever 
said before. He went, “Hey man, have fun.” Not “Play well.” 
It was “Have fun.” And so I did. I was aware Jaco was 
listening, but I had fun. I wasn’t nervous or self-conscious 
and he obviously heard something in my playing that led 
him to recommend me for Weather Report. It was thanks 
to Ron Tooley.

When did you play with Jaco the first time? What was 
that like? 

I talk about it in my book, No Beethoven1. If you haven’t 
read it, it’s a good read. The band flies me out to Los 
Angeles and I’m planning on meeting Jaco that 
evening. I can’t find him anywhere at the hotel. He’d 
recommended that I stay where he was staying, the 
Sunset Marquis, just down from the Roxy. In fact, he was at 
the Roxy. Billy Cobham was playing there at a CBS album 
release party; Jaco was sitting in front of the bandstand 
with other CBS artists, including Stanley Clarke. Jaco 
bragged to me the next day when he was explaining 
where he’d been, that during one of Billy’s drum solos, he 
and Stanley were throwing grapes and nuts and stuff at 
Billy trying to hit his drumsticks in motion during his solo. I 
thought the story was apocryphal, but a few years ago 
I ran into Stanley and I said, “Hey, Jaco told me . . .” and 
Stanley just said, “It’s true, man. We were actually throwing 
that stuff up at Billy during his solo.”

So I don’t see Jaco that night. Next morning I decide to 
walk from the hotel to the rehearsal, which was at Santa 
Monica and Vine, a good two to three miles. Of course, 
I’m early, but I had a new drum set and I wanted to get 
everything set up. The crew’s there, so I introduce myself; 
nice bunch of people. We’re setting up the drums and 
one of the managers comes up and says, “The guys 
called. They’re going to be a couple of hours late.” A 
couple of hours go by and he comes up to me again 
and says, “Sorry. They’re gonna be a couple more hours 
late.” So instead of a one or two p.m. rehearsal, it’s now 
like seven p.m. I’m bored out of my mind. Finally the door 
opens and the three of them walk in. Wayne is smiling; he 
seems very friendly. Zawinul had a dried marijuana roach 

stuck to his bottom lip — he just kind of glowers, looks at 
me and shakes my hand. I get no approving glance, but 
no disapproval either; he just seems wary. Jaco waves, 
smiles and exits. He kinda does a U-turn. So I don’t know 
what’s going on.

Now, had Zawinul, Shorter and Jaco shown up in the 
afternoon, I would have waited to be asked to play. But 
I’d been waiting around all day. Zawinul’s ignoring me; 
he goes up and tries out his keyboards and talks with the 
keyboard tech. Wayne takes out his horn. So I just went 
up to the drums and started playing. I threw the gauntlet 
down, which surprised Zawinul. So he started playing. 
And Wayne started playing. The three of us are playing 
and Jaco shows up with a six-pack of Heineken. And he 
looked up and he smiled like, “I was hoping something like 
this would happen.” He puts the Heineken in the fridge, 
jumps up on the stage and almost like it was planned, 
he turns to his left and his Fender bass comes flying and 
he catches it mid-air. He throws the strap on, plugs in 
and he started playing. So as I remember, it was about 
a 40-minute impromptu jam that became a medley of 
Weather Report tunes. 

It sounded really good. I knew I was playing for my life, 
but I was really happy. I was having fun. And then I looked 
out and there was Tom Scott. I was a Tom Scott fan. 
Who wasn’t? And he was standing there with his mouth 
open, like “Holy cow!” So we end the jam. We’re playing 
“Gibraltar.” It has this vamp; it goes on forever. Joe gives 
the high sign and we end. It sounded like we’d been 
playing together forever. Jaco’s recommendation turns 
out to have been a good one. They’re high-fiving and I 
take it to be a good sign. 

Jaco and Peter Erskine. Photo courtesy of Peter Erskine.

Next morning, we go back to the rehearsal studio — not 
to rehearse, but to have a photo taken. This also seemed 
like a good sign. Jaco took a look at what I was wearing 
and said, “We gotta get you some hipper clothes.” So 
he takes me to this clothing store on Santa Monica 
Boulevard. I’m not impugning Jaco, but I think he was 
glad to take me because he managed to shoplift about 
three or four shirts! He would just pick something out and 
wear something else on top of it. Anyway, I paid for my 
clothes — he stole some of his — and we go back to the 
studio for the photo shoot. I ask Joe as we’re posing, “Hey 
Joe, can I tell my friends I’m in the band?” And Zawinul 
says finally, “You can tell your friends you’re going to 
Japan.” So they were committed to taking me to Japan. 
By the end of that tour, Zawinul welcomed me officially 
into the group. So that began a long association. 

When did Jaco start talking about his Word of Mouth big 
band project and what were your thoughts about it at 
the time? 

Jaco had to do a follow-up to his first album. He wanted 
to. And he was working on new music. We workshopped 
some of it in Florida at the Sunrise Theater. Jaco used to 
work there as a sideman with the Peter Graves Orchestra 
backing up Bob Hope and Phyllis Diller and similar acts. 

We ran down tunes like “Liberty City” and “Three Views 
of a Secret”; stuff like that. So the new album was taking 
shape. It was going to feature his compositions more 
than anything else.

The first small group gig was kind of impromptu, again 
— not a bad word when you’re taking about Jaco. 
We rehearsed at Joni Mitchell’s apartment. She was 
romantically involved with Don Alias at the time. And 
Jaco and Don went back quite a ways. The occasion for 
the rehearsal may have been this impromptu gig that 
he wanted to do at Seventh Avenue South. 

It was booked maybe the day of—just after we rehearsed. 
Or maybe the night before. Anyway, normally when you 
book a gig, you want to give your audience as much 
advance notice as possible. But Jaco was confident the 
club would be packed. Why? Because of word of mouth. 
And that’s when I think he latched onto the idea of 
calling the band Word of Mouth. Because he had said, 
“Don’t worry. Word of mouth.” And in fact, the place was 
jam-packed. It was Michael Brecker and Bob Mintzer. And 
I was so proud and excited that Bob was there; Bob and 
I had known each other since high school — since 1969. 
And then Jaco and Don Alias. 



But it’s telling that the band had no keyboard player. Jaco 
wanted to get away from the keyboard. Joe’s playing 
in Weather Report was so dominant and the music was 
becoming more and more through-composed. It always 
was to an extent, but there were more and more instances 
of Joe’s left hand doubling what Jaco was playing and 
he wanted to get away from what I think he felt were the 
restrictions of the synthesizer keyboard.

Do you have any memories from the night these record-
ings were made? 

The Word of Mouth small group had been touring. And 
then we went to New York and rehearsed with the big 
band and the big band played a few gigs. We’d done 
the birthday concert in Florida. We’d played at the Savoy 
Ballroom in New York. But at the Kool Jazz Festival the 
band was amazing; New York’s finest. The best of the best. 
And everyone was a friend of Jaco’s. This was before the 
disastrous tour of Japan later in 1982. 

A couple of days before we do the Avery Fisher concert, I 
record my first solo album2 with John Koenig for Contem-
porary Records. We did it in New York. I’d been touring 
quite a bit with Steps before they changed its name to 
Steps Ahead. I was busy. I was traveling with Steps and 

traveling with Jaco. And on this gig Jaco’s playing is in 
peak form. And he’s conducting the band beautifully. 
He’s shaping the music in all sorts of ways. I’d forgotten 
how good it was or how good it could be, because as 
time went on, his persona became distorted. Just a few 
weeks later, by the time we went to Japan, things were 
falling apart. And it wasn’t too long after the concert on 
this album when we played in Montreal, which was the 
first indication that things were really not good.

He came out on stage with war paint on his face. And 
you can see on video of the Montreal concert some-
thing’s not right. By the time we went to Japan in August, 
we were hearing bad things about Jaco. And I won-
dered if it was a good idea to go to Japan. I’m at LAX 
waiting to board the plane. I turn a corner in the terminal 
and there’s Jaco. It was just like the feeling I had when 
I first watched Taxi Driver, where the camera does a 
slow pan and you see DeNiro for the first time with the 
Mohawk haircut. It’s a chilling moment. And here was 
Jaco with a crew cut. I mean, Jaco of the long hair. 
So I said, “Hi, Jaco.” And he just looked at me and —  
back then I was starting to put on a little weight — and he 
just looked at me and said very nastily, “Hiya, fatso.” And 
I was like, “Okay, I don’t know if this is going to go well.” It 
was a terrific band he put together — kind of a combina-
tion of the New York band and Florida musician friends of 
his and some players from Los Angeles.

And it was pretty much an embarrassment; very hard to 
play because we were just so worried about him. And 
scared of him. But getting back to the subject of the 
New York concert, the energy was great. My hair stood 
up on my arms when I heard it. It’s unbelievable! I like 
the drum solo, but how the drum solo leads into “Twins,” 
which was just a total large band improvisation; I’ve never 
heard anything like it. A lot of people, when they think of 
the Jaco big band they think of “The Chicken” or “Fannie 
Mae”; maybe “Liberty City.” But this showed where Jaco’s 
vision was going. And I think it took some of the best of 
what Gil Evans had been doing but it’s really something 
else. I’ve never heard anything that quite compares to it. 
To my ears, this concert in New York was maybe the best 
realization of the big band. It certainly sounds better than 
any of the other concerts. Randy and Bob Mintzer and all 
the musicians sound peak. Everybody sounds really great. 

Okay, here’s something that happened that night: New 
York concert halls are union-run and — great crews — 
but they work by the clock and Festival Productions3 
is generally pretty careful about keeping the shows 
on time. You can’t run late. You run late, you have to 

pay for the hall and the entire union crew and it’s not 
inexpensive. You go a few seconds into overtime and it’s 
many thousands of dollars.

We’d been warned not to go over time. Jaco had either 
asked — or I volunteered — that I’ll keep an eye on the 
time. The show is going beautifully. And then we’re at the 
end of the show doing “Fannie Mae.” And Jaco goes 
up and makes his announcements. His voice sounds 
kinda slurred on the recording, so he was probably 
high; or sometimes he just liked to talk like that. Anyway, 
he’s dragging out the announcements. Instead of like, 
“So-and-so, and so-and-so, thank you very much, good 
night,” he’s intentionally dragging it out. I look at him and 
point to my watch and he kind of winks like, “Don’t worry 
about it.” So Jaco’s intention was to take it up to 10, 9, 
8, 7 seconds before the cutoff point and walk off stage. 
Jaco was the kind of guy … let’s say we’re playing in a 
pickup softball game and he’s playing the outfield and 
a routine fly ball comes his way. Most people would start 
running toward the ball and catch it on their feet. Not 
Jaco. He’d wait. Then he’d make a mad dash. He’d slide 
face-first, get a face full of grass and mud, outstretched 
mitt, and catch the ball. That’s how he had to do things. It 
wasn’t enough just to catch the damn ball. I’d be happy 
to catch the ball. But he had to do his thing. So he’s doing 
an equivalent of that with this cut-off time.

I follow Jaco off stage and George Wein is furious. I’ve 
never seen anybody so angry. And Jaco goes, “What?” 
Jaco’s pointing to his watch. The union guy is just smiling. 
He points up to a clock on the wall, looks at Jaco and 
says, “We go by our clock.” So the show ran overtime for 
no reason other than Jaco just wanted to take it up to the 
last second and he miscalculated. So George Wein had 
to pay I don’t know how many thousands of dollars for no 
reason other than Jaco’s idea of a joke. 

Do you have any favorite tracks? How about the 14-minute 
bass/drum solo toward the end of the concert?

The drum solo isn’t that long; it’s primarily the bass solo. 
But it’s a really good solo. I was tickled when I heard it. I 
went, “Yeah!” I loved how it ended and went into “Twins” 
with the timpani. I wasn’t quite sure how I found the pitch, 
but I did. And what follows all works really well. Not self-
indulgent as bass and drum solos can be. The album starts 
with “Invitation.” It’s great. “The Chicken” is terrific. The stuff 
with Toots is a revelation. Jaco with Toots; they’re both in 
peak form. Everybody was. Everybody was really on their 
toes for this show. I was waiting for the shoe to drop; to 
hear problem moments in the concert, but I didn’t hear 
any. Not only that, but I was like, “Wow! We were really 
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playing well.” It was really good. I think this recording more 
than any other I’ve heard epitomizes the vision Jaco had 
for the Word of Mouth band. That’s what’s great about 
it. I would dare say that there’s no finer version Jaco’s 
musical vision than this particular concert and recording.

Any solos or contributions from the other musicians that 
stand out to you? 

I’m a big fan of everybody’s. Mintzer’s solos are all great. 
Randy Brecker’s solos are all great. Toots’s playing is great. 
I only listened to it for the first time yesterday. I’d heard bits 
of the cassette over the years, but it was the unreleased 
stuff that really captured my heart and my imagination. 
Peter Gordon, David Bargeron. The incredible trumpet 
playing of Lew Soloff and Jon Faddis. And of course, Alan 
Rubin, Kenny Faulk and Ron Tooley; amazing trumpet sec-
tion. The solos are great but it’s the writing and the playing 
of Jaco’s writing by the big band that really stand out — 
combined with the soloing. Like “Invitation.” The way the 
band comes in and then goes back out again. It’s great. 

What was it was like to play in this band, a Who’s Who of 
the New York jazz scene? 

Whenever I got to play “Liberty City,” it was like, “Ah, there’s 
no place I’d rather be.” I loved getting to do it. But on 
some of the tour stops Jaco had to use pick-up musicians 
and the big band wasn’t as good as the small group, so 
it wasn’t fun. It felt like, “Well now we’re saddled with this 
weight of some players, where yeah, they’re okay.” But 
boy, the New York band was thrilling because you look at 
the musician credits; these were the best players in New 
York; the A-list. Jaco loved these musicians and he loved 
the fact that they were the A-list. He really respected 

them and he was really thrilled that they were playing in 
his band. And they were all excited to be there. It was a 
real love thing. No one had to pretend to enjoy it. 

What would you want listeners to take away with them 
after experiencing this album, which, by the way, is the 
complete concert from start to finish? 

First, the writing. The compositions and the vision. The 
imagination. The hopes Jaco had somehow to realize 
his love of traditional big band music. He loved big band 
music. He loved Thad and Mel’s band. He loved the big 
bands that recorded the themes of all the TV shows he 
grew up listening to. And he loved Sinatra albums. So 
he had a strong connection to big bands. And Wayne 
Cochran. The C.C. Riders was kind of a big band. Word of 
Mouth was Jaco’s way of bringing everything he loved 
musically into one place and under one roof; the roof of 
Avery Fisher Hall on this June night of 1982. This recording 
is undoubtedly the best documentation of what he 
was trying to do. So the take-away is just that beautiful 
combining of traditional jazz, R&B, music from all quarters 
of the world: Japan, China, the Caribbean, Africa, Europe, 
America. And I think you can get a very good idea of 
Jaco and his playing on it is really great. It’s not only great, 
it’s really clever. I heard him do some things . . . there’s 
one moment in “Invitation” where he does this “doom-
doom-doom” [sings bass line] and he undershoots by a 
half-step. I was surprised when I heard it. So he plays it and 
the next time, he overshoots by a half-step [laughs]. Just 
like, “I meant that, folks.” And it’s a hilarious recovery. And 
that and “Twins” were the two really standout moments 
for me. Just like, “Yep, that’s Jaco.” 

Overall, I think with this recording, people will see that 
this music is eternal. And that’s one bit of comfort. 
Otherwise it’s impossible to process the pain when you 
lose somebody like Jaco. There is that great comfort that 
the music is there and the music doesn’t lie. 

One of the world’s preeminent drummers, Peter Erskine was a 
member of Weather Report for four years, was a founding member 
of Word of Mouth and a member of the collective ensemble, Steps 
Ahead. A professor at U.S.C.’s Thornton School of Music, he’s a first-
call drummer on jazz and pop dates, gracing countless albums and 
tours by artists ranging from Steely Dan and Linda Ronstadt to Diana 
Krall. He also runs his own record label, Fuzzy Music, and he creates 
educational apps for Fuzzy Music Mobile LLC.
1 Alfred Music, 2013
2  The album, Peter Erskine, features several musicians who played in 

concert on this album: Bob Mintzer, Randy Brecker and Don Alias, 
plus Michael Brecker, Don Grolnick, Kenny Kirkland, Mike Mainieri and 
Eddie Gomez.

3  George Wein’s company dedicated to promoting large-scale jazz 
events.

Bob Mintzer. Photo courtesy of Bob Mintzer.

thrilling inspiring daunting bob mintzer talks about jaco
ZEV FELDMAN: When did you first hear Jaco?

BOB MINTZER: On his first recording for Columbia, Jaco 
Pastorius. In the cover portrait he had this innocent-
looking expression on his face; big probing eyes. He 
looked really unusual and interesting. When it came out, 
I went and picked up the LP. It was extraordinary. From 
beat one, it was just sounds and shapes and things 
you had never heard before. Jaco’s playing went well 
beyond what bass players traditionally did in jazz. Now 
the bass was suddenly the melodic instrument. It had this 
florid virtuosic way of soloing and interpreting melodies 
and the sound was unique. The writing was unusual. 
And the great musicians, of course. It was an interesting 
confluence of styles, too — a combination of R&B and 
straight-ahead jazz, and with the steel drum thing, that 
sort of Trinidadian flavor. It was universal-sounding; very 
broad and fascinating. I was struck by the newness of the 
sound and quality of the music. 

How did you join the Word of Mouth big band? 

In 1980 or ‘81, I was at the Village Vanguard. I was going 
into the bathroom and I bumped into this guy; we sort 
of bumped heads. And after brushing ourselves off, we 
looked at each other and it was Jaco. He said, “Who 
are you!?” And I said “I’m Bob Mintzer.” And he said “Oh 
yeah, Mike Brecker told me about you. You wanna be 
in my band?” He was that direct. And I replied, “Yeah, 
sure.” It started there. Jaco had booked a quintet gig at 
Seventh Avenue South, which Mike and Randy Brecker 
owned. Jaco’s group was Mike and myself and Peter Photo by Tom Copi



Erskine, Don Alias and Jaco. We had a quick rehearsal at 
Joni Mitchell’s loft on Varick Street. Don was dating Joni 
at the time. We quickly went through a couple of Jaco’s 
tunes and we were basically left to our own devices. We 
made up our own parts because the actual instructions 
in terms of written parts were pretty minimal, which was 
cool in a way. We went into the club and played these 
seven or eight tunes and it was a blast. It was wide open; 
everybody was welcome to interpret the music as they 
would and it was amazing. 

What was it like hearing Jaco’s music in a big-band 
context versus the smaller group? 

Being a big-band guy for many years, I appreciate the 
ability to expand music via orchestration with a large 
ensemble. You can take great material and make it 
even more colorful and more great. That certainly was 
the case with Jaco. He did the Word of Mouth album just 
before I met him. That was mostly large ensemble music. 
Again, it was very innovative; very fresh and different.

What do you remember about the concert at Avery 
Fisher? 

It was exciting. Just to be in that band; to play that 
music. To be called upon as an interpreter and soloist 
and arranger and composer. We did one of my tunes 
that night, “Mr. Fonebone,” and we did two or three of 
my arrangements in the book. I arranged a big-band 
version of “Invitation” — the end part of “Invitation” — at 
Jaco’s request. It was a great night of music. Avery Fisher 
Hall was full of people. There was a discernable energy 
in the room; an expectation that this band had a new 
approach. I have great memories of that concert. 

What was it like when you were on stage?

Avery Fisher Hall was a tough room, as is Carnegie Hall. 
They’re both fashioned primarily for orchestral music, 
hence there’s big reverb. And once you have drums 
thrashing, it’s kind of over. With Jaco’s big band, a lot 
of sound was coming off that stage. Now, that said, we 
traveled with our own sound man. If you have a good 
sound man, you can sometimes rectify the problems 
in a very reverberant room and make it sound OK. The 
inadequacies of the sound in the room? I don’t think it 
was noticeable. Because that band, it was just roaring. It 
was like a 747 coming right at you. It was very direct, very 
emotional and very powerful. 

The band was an interesting mix of great jazz players and 
soloists and also superb ensemble players. And that was 

the beauty of New York for me. I grew up there and I’ve 
had a big band in New York for 35 years. You get that 
combination of guys who can really play ensemble like 
a team, like the New York Giants; a serious team effort. 
But you also had these amazing soloists who can stand 
up and really be creative. And also the feel of the horn 
players in New York is a very particular thing. I think it 
comes out of the tradition of blues and R&B and the 
big bands of Basie and Ellington and Thad Jones/Mel 
Lewis and that whole thing. It was a very kind of greasy, 
wide, fat, full, wonderful sound. That element was in this 
performance, at least that night in New York. Now we did 
other concerts around the country and he would pick 
up horn sections. We did one in Chicago and one out 
here in L.A., and we did one in Fort Lauderdale. It varied 
somewhat, but we had that core; the small group was 
always there in the middle. 

Do you have any personal favorite tracks on this 
recording? 

I love “Three Views of a Secret.” I think that’s my all-time 
favorite Jaco composition. “Liberty City” is another great 
one. The way we did “Invitation” was balls-to-the-wall, 
take-no-prisoners; a lot of intensity and energy. It took a 
certain level of craft to make that work. But I really liked 
all of the material. It would be hard to choose one piece 
over another. 

Are there any solos or contributions from the other 
musicians in the band that stand out to you? 

Randy Brecker is just dynamic and incredible. Always. He 
just added such a great dimension to the music. Jaco’s 
solos — incredible. Dave Bargeron played tuba. He had 
a unique voice. Othello Molineaux, the steel drum player; 
that was something very unusual. And Erskine, you know, 
just the consummate accompanist and soloist who 
contributes to a musical conversation in a very clever and 
interesting way. The whole thing was just this wonderful, 
engaging conversation from beginning to end. 

What was it like to play in this band? 

Thrilling. It was inspiring. Daunting. It made you go well 
beyond what you would normally play. When I was there 
I felt like I can’t just play what I normally play; I have to 
abandon all of that and be in the moment; be a part 
of this conversation and find something else. And that’s 
the kind of situation I long for, where you try to come to 
the table with no preconceived notions; just a clean 
slate and open mind. And if you’re playing with the right 
players then great things can happen. 

Do you have any Jaco stories? 

Jaco was a prankster. We did this a show at the Montreal 
Jazz Festival. Jaco had his road manager, Michael 
Knuckles, put on Jaco’s hat, put the bass on his neck 
and walked out with the rest of the band with his back 
to the audience. And he fiddled around with the amp. So 
everybody in the audience thought this was Jaco. Jaco 
went up to the first balcony, right? And he came down 
to the front of the balcony and jumped off the balcony! 
It was far! 30 feet down! I don’t know how he didn’t kill 
himself. And then he ran up and like jumped up onto the 
stage and flipped over and then went over and grabbed 
the bass. Of course the crowd went crazy and we were 
sort of like, “Oh yeah? Okay….” More insanity ensued 
after that, but that was him. Like the time we were playing 
in Toronto and I was playing a solo with my eyes closed. 
I hear the audience cheering and I find out later that in 
the middle of my solo, Jaco did a backflip while he was 
playing. Of course that would grab people’s attention far 
more than a bass clarinet solo ever could. 

Another great story: We were in Fort Lauderdale to do 
a recording. Jaco’s cousin and I were driving on the 
freeway and Jaco was in his car. Jaco’s cousin and 
I hear a horn honk in the next lane. We look over and 
here’s Jaco sitting in the passenger seat of his car looking 
straight ahead. Nobody’s in the driver’s seat; the car’s 
going 60 miles an hour. He had his foot over the hump 
where the transmission was and he was holding the 
wheel. But it really looked like nobody was driving the car. 
We just fell out laughing. 

Where do you hear Jaco’s influence today? 

Jaco was a cult figure. He had a persona, a stage 
presence and way of playing that went beyond 
traditional jazz. It was an unusual package of elements 
that attracted a very large audience. At times I was just 
amazed that, here we are in front of 2,000 young kids 
playing “Donna Lee,” this be-bop line. But there was more 
to it than that. There was the whole package. Jaco had 
an organic, natural persona that was attractive to a lot of 
people. He was in Weather Report too. Even in Weather 
Report, he had a certain flair. You couldn’t help but notice 
him. And his playing was very striking and noticeable 
and unusual; individualistic. It took the music someplace 
totally different. But it really paid homage to the tradition. 
And that’s always what great music is — where you take 
the tradition and you go somewhere; you depart and 
you go somewhere very, very different. 



Jaco had roots. He’d played with Wayne Cochran. 
He played with Blood, Sweat & Tears. He came up in 
Florida. He worked with Ira Sullivan. So he had this R&B 
and traditional jazz base upon which he built this new 
vocabulary. I’m very grateful to have had the opportunity 
to cross paths with this guy and play music with him. It 
really was a sad ending. We all tried our darndest to help 
him. But he’s left us with some incredible music. And I’m 
so happy that this Avery Fisher Hall concert is going to see 
the light of day and people can check it out and enjoy it. 
So that’s wonderful.  

Saxophonist Bob Mintzer has performed with numerous elite musicians 
and groups including the Yellowjackets, Buddy Rich, the Thad Jones/
Mel Lewis Orchestra, James Taylor, the New York Philharmonic, Art 
Blakey, Donald Fagen, Bobby McFerrin and many others. A professor 
at U.S.C.’s Thornton School of Music, where among other things, he 
directs the Thornton Jazz Orchestra, he’s in constant demand as an 
instrumentalist, composer, arranger and big-band leader.

Bob Mintzer and Randy Brecker. Photo courtesy of Randy Brecker.

one of the thrills of my life — randy brecker talks about jaco
ZEV FELDMAN: When did you first hear Jaco? 

RANDY BRECKER: I met Jaco at a recording session for 
his debut album; I played on “Come On, Come Over” on 
that one. After the record came out, he was so much on 
everybody’s lips even before he came to New York. His 
playing was so strong that it’s almost like he was there 
before he was there. Everybody was talking about the 
guy from Florida. So actually I’d heard so much about him 

before I even met him and I recorded with him before I 
actually heard him play live. 

I took my brother’s place in Jaco’s band. The original 
band was Mike and Mintzer. Mike had just gone into 
rehab and came out and thought it was a better mix 
for him to play with the new group, Steps Ahead, which 
was forming right about then. It was Steve Gadd, Don 
Grolnick, Mike Mainieri, Eddie Gomez, along with Mike. So 
Mike left Jaco’s band and I replaced him. Probably the 
first time I played with Jaco was on the bandstand and I 
think it was also the first time I heard him live. 

What was going on in your career around this time in 
1982? And how did you end up in the Word of Mouth big 
band? 

Mike and I had been playing together for years. Our 
record deal with Arista was up in 1982 and we’d been 
doing other things on the side. But it was all kind of just 
happenstance. Like I said, Mike went into rehab after 
playing with Jaco. I think that might have been after 
the Birthday Concert, Mike’s last gig before he went into 
rehab. When Mike came out of rehab, it was the end of 
his association with Jaco. And then Mike and I had just 
stopped playing together — or our record deal was up 
— so I was free at that time. And it was a pleasure to be 
asked to be Mike’s sub in the band. Initially it was just a 
small group — a sextet with Mintzer, Othello, Erskoman, 
sometimes Don Alias, Jaco and me. 

What was it like hearing Jaco’s music in a big band 
context versus a small group setting? 

Really exciting. The small group was great too; it was a 
little easier to hear ourselves. But the arrangements and 
the tunes were amazingly exciting. They still are all these 
years later. 

Do you have any memories of the Avery Fisher show? 

We were all excited to do the gig with New York players. 
The big band was made up of the core group and then 
Jaco supplemented us with the other horns to do certain 
gigs because he couldn’t afford to take a whole big 
band around for every show. And the level wasn’t always 
as high as the New York big band in different places 
around the country with guys Jaco just picked up. But 
this was really the New York big band and it was great. In 
fact, I think it was the only gig we ever played as the New 
York big band with all those great guys who were and 
are my close friends. So this was kind of a one-shot deal 
with this particular personnel. So we were all really excited 
to do it. Avery Fisher Hall is a tough hall to play. It’s really 

made for orchestras. The sound kind of swims around. And 
everybody was playing really loud. I think Jaco was really 
excited. He counted off some super-fast tempos. So those 
are my main recollections. But like I said, it was only one 
night and we were doing a lot of gigs with a lot of different 
bands. Chicago was different personnel; other places, 
too. But this band is . . . it’s New York. First rate. 

Do you have any personal favorite tracks from the 
recording? 

It’s all great. It’s hard to pick with Jaco’s stuff. One of my 
favorite tunes is “Three Views of a Secret.” It’s great to hear 
Toots featured on some of the tunes. He wasn’t in the small 
group, so it was always a treat when the big band got 
together and he was there. That way we got to hear him. 
Certainly “Sophisticated Lady” was amazing. And it was a 
great version of “Liberty City.” You know it’s interesting, but 
I don’t think Mintzer and I ever really had music to that 
tune. We just kind of jammed our way through the thing, 
as you can kind of tell. And having Toots there, it was like a 
three-way jam session in the front of the stage, just kind of 
playing off of each other. 

Any other solos or contributions from any of the other 
musicians that stood out to you when you were listening 
back?

Dave Bargeron always made a big impression when 
he was around with his solo on “Donna Lee.” He always 
played the shit out of that. So I enjoyed that. And also, it’s 
just a reminder what a great sound Mintzer had on the 
bass clarinet. 

How was it playing in this band? 

It was one of the thrills of my life. We went on tour at one 
point for weeks. We toured the whole United States on a 
bus, just the five or six of us. Generally it was just Mintzer, 
Jaco, Erskine, Othello, me and sometimes Don Alias. And 
it was a thrill. And it was great whenever we got together 
with the big band. We went to Japan for a couple of 
weeks; that was also an amazing trip. But unfortunately by 
then, Jaco had suffered a lot of . . . he was not in a good 
place. He had mental illness, so that was more disturbing. 
The music was always great; he could always play great. 
But what’s nice about listening to this concert is that he 
still had all of his faculties; it was kind of early in the game 
before his illness started to kick in for real. 

Bob Mintzer and Peter Erskine have both commented on 
what a great trumpet section this band had. Can you talk 
a little bit about the trumpet section? 



It was a great New York trumpet section with the best 
guys. My best friends — Alan Rubin, Lew Soloff, Jon Faddis 
were in it. Those guys and I did a million sessions together. 
Ron Tooley had come to town and made a dent for 
himself in the studio world. Ron was part of Jaco’s band 
in Florida, as was Kenny Faulk. Both great players. So it was 
a first rate trumpet section. And it was a pleasure to stand 
in front of the band. I was front stage with Mintzer; I was 
on the one side, Mintzer was on the other side and Toots 
usually stood in the middle and we would kind of jam off 
of each other. But that trumpet section; that was as first 
rate as it gets and on that night, with this particular band, 
this was it! 

One of the world’s great jazz trumpeters, Randy Brecker has 
played and recorded with everyone from Horace Silver and 
Charles Mingus to Lou Reed, Stevie Wonder, Bruce Springsteen and 
Parliament-Funkadelic, among many others.

Othello Molineaux & Jaco. Photo courtesy of Othello Molineaux.

othello molineaux and jaco steel pans in jaco’s music
ZEV FELDMAN: How did you first get to know Jaco? 

OTHELLO MOLINEAUX: In Miami. I was doing my first jazz 
audition in a club where he was playing. I had a quartet 
and he was the bass player in Ira Sullivan’s group. So they 
played; I heard him play. And because I was new here, I 
thought all the bass players played like that. [Laughs] But 
I was just amazed. And then I played; he had never heard 
jazz on my instrument before. And he was very impressed.

Jaco was interested in steel drums. It’s a fairly uncommon 
instrument to have on jazz recordings. Given how much 
you two played together, he seemed to have quite an 
investment in having the instrument in his music.

That all started the first time he met me at the club and 
we started to work together; before he got his first record 
contract. He went alone to the audition in New York and 
obviously he blew them away. And he came back to my 
house and said, “We got a contract!” I said, “We?” So we 
were very close. 

What do you remember about the 1982 show at Avery 
Fisher Hall with the New York big band? 

That was a very exciting show. And Jaco, Toots, Peter, 
Don and I did Toots’s tune, “Bluesette,” that was a special 
moment of the concert, just like a quintet-type thing. It 
went over very, very well. 

How was it to play with this band? 

It was a very high time. It was good for my instrument. It 
was good for me. Such a high level of musicianship. With 
Jaco really directing the path that that particular effort 
would take. 

What else do you remember from this Word of Mouth 
period in the early ’80s; playing these big band shows? 

There are too many good stories, but there’s one 
particularly that stood out. Toots Thielemans was sick. He 
had a nurse with him. So Jaco approached him to play 
and he said he was sick. So Jaco says, “Bring the nurse!” 
So Toots did bring her. This is how sick he was; he had to 
have a nurse there. And we were traveling. This was in 
Japan. One day the guys were horsing around; a lot of 
horseplay and noise. So Toots takes out his harmonica 
— with his nurse next to him — and started to play. It 
was quiet from that point to…it was an hour to where 
we were going and nobody said a word. And when the 
concert was over, we got back into the bus and nobody 
realized it was still going on — Toots just started playing 
again — and nobody had said a word. It was just surreal. 
He just played and that was it. Even the drive back from 
the gig to the hotel was like that. There was everything in 
there… space, truth…reality.

Othello Molineaux is one of the very few world-class steel pans 
players in jazz. Born in Trinidad and Tobago, in addition to his own 
ensembles, he’s noted for his close association with Jaco Pastorius 
and his work with Monty Alexander, as well as his recordings with 
Ahmad Jamal, Eliane Elias and Chicago. 
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Toots Thielemans. Photo by Tom Copi.

toots and jaco
Toots Thielemans’s presence as featured guest at this 
concert and on this recording had special importance 
for Jaco Pastorius. By all accounts, Jaco loved Toots the 
man every bit as much as he loved Toots the musician 
and again, by all accounts, the feeling was mutual.

On this recording, Toots joined Jaco and Word of Mouth  
for seven tunes including his most famous composition, 
“Bluesette.” 

Peter Erskine evoked Toots’s magical spirit and his effect 
on his Word of Mouth colleagues with an anecdote from 
the band’s Japan tour, which followed this concert by a 
month or two. Peter recounted:

“We were flying from Tokyo to Osaka. We’re all 
sitting in economy. Toots had an aisle seat and he 
began answering a question one of the horn players 
had asked him and it turned into this impromptu 
master class about improvising. And more and more 

musicians gathered. I think the stewardesses even 
gave up; they just walked to the other aisle because 
nobody would budge. And then it was time to land 
— it was a short flight — but no one would leave. The 
stewardesses had to physically drag the musicians 
to their seats. They didn’t want to miss anything Toots 
had to say or play. And Toots didn’t stop. He kept 
playing even as we touched down. That was the 
Pied-Piper magic of Toots Thielemans. That was fun. 
That was the happiest memory of that whole tour.”

Toots received a host of honors over the years. Two of the 
most important of these were the title of baron, bestowed 
on him by Belgium’s King Albert II in 2001, and being 
named an NEA Jazz Master, the highest honor the United 
States bestows on jazz musicians, in 2009.

Toots died on August 22, 2016 at age 94. Upon his death, 
President Obama wrote to his widow, Huguette, “I was 
deeply saddened when I heard about your husband’s 
passing. . . May Toots’s music lead you and offer you 
consolation. I’m sure it will do this for all of us.”

JOHN KOENIG 

big band friends & connections 
LOU MARINI LOOKS BACK

Q: When did you first hear Jaco?

LOU MARINI: It was at the Bear in Woodstock — the 
trio with Pat Metheny, Jaco and Bob Moses. We were 
recording Levon Helm’s RCO Allstars album at the time, 
so that must have been 1977. I’d heard about Jaco but 
I’d never heard him play. I was stunned by the trio and 
particularly knocked out by Jaco. He was just wonderful. 
So musical. Just absolutely beautiful. The virtuosity of 
his playing was one part of it, of course. But the other 
part was the musicality. And then after they played, we 
ended up hanging out and rapping a long time and we 
became friends. 

What was going on in your career at the time of the Avery 
Fisher Hall concert? How did you end up in Jaco’s Word 
of Mouth big band?

1982 was my last year on Saturday Night Live and we 
were recording like crazy. All the guys on this band are 
colleagues and we played together day in, day out in 
the recording studios. Jaco knew us all and was aware of 
everybody’s playing. 

The drag is…I don’t really remember this concert. I 
remember that we recorded Word of Mouth in New York, 
and then there were problems with the recording and it 
was re-recorded in Los Angeles. And I remember being 
really disappointed that I ended up not being on the 
album. But playing in the band was just fantastic. 

What it was like for you to play in this band?

Some of the connections in the band—Alan Rubin 
and I were in the Saturday Night Live band together, of 
course— but Lew Soloff and Dave Bargeron and I had 
played together with Blood, Sweat & Tears. And I was play-
ing with Randy Brecker in all kinds of situations. Also Jim 
Pugh, Howard Johnson was on the original Saturday Night 
Live band. But I already knew Howard Johnson from when 
we were teenagers growing up in Ohio. Howard knew my 
dad because my dad was a music educator and wrote 
music for high school bands. There are so many connec-
tions in the band. Listening to it—you know it’s been 35 
years ago now—and listening to the tracks, I was stunned 
by it. I don’t remember how much rehearsing we did. But 
man, there’s some hard stuff in there and it just sounds tre-
mendous. Mintzer and Randy are killing. And Jaco is just 
amazing of course. You know, one more thought about 
the personnel on the band: Peter Gordon and I played 
in a band—Peter had a band called French Toast that I 
played in. I was playing with John Clark in the studios and 
I used to be a frequent sub on Gil Evans’s band, so they 
were there, too. And then the trombone section — Wayne 
Andre I remember meeting him with Doc Severinsen’s 
band back when I was still 
in Texas in the ‘60s. And Peter 
Erskine . . . Peter and I have 
photos of the Stan Kenton 
Jazz Clinic in like 1961 or ‘62, 
when Peter was a preco-
cious seven- or eight-year-
old drummer. I was at those 
camps and Randy Brecker 
was there, Don Grolnick was 
there, Dave Sanborn was my 
roommate. All these con-
nections, man, they’re pretty 
out. It made for a juicy band. 
Lou Marini is one of the most 
sought-after session saxophone 
players in the music industry and 
has been a member of the Sat-
urday Night Live Band, The Blues 
Brothers, James Taylor, Steely Dan 
and Blood, Sweat & Tears. 

Lou Marini
Courtesy of Lou Marini



c.c. riders, roommates and how jaco developed as an arranger — randy emerick looks back
ZEV FELDMAN: When did you first meet Jaco? How did 
you get to know him? 

RANDY EMERICK: We met in Wayne Cochran’s band. 
Wayne lost a bass player who’d been in the band for 
about a year when I joined. Wayne’s music director, 
Charlie Brent, was scouting around looking for a 
replacement and he ran into Jaco. Jaco was playing 
with a band out of Fort Lauderdale called Tommy Strand 
& the Upper Hand. Charlie pretty much talked Wayne 
into hiring Jaco. When Jaco came into the band, they 
had to work out some sort of rooming arrangement so 
Jaco stayed with Charlie for a few days. Then he ended 
up rooming with me and a trumpet player because he 
didn’t want to spend for half the rent. Usually you put two 
guys in a room and they’d split the rent. Jaco wanted to 
go three in a room and split it three ways. And he didn’t 
even want to sleep on a bed. He just wanted to sleep on 
the floor and split it three ways. So he was my roommate. 
That’s how I ran into him. 

Did he stay in touch after he left Cochran? 

After Jaco left Wayne’s band, I ran into him a couple of 
times in Fort Lauderdale before he met Bobby Colomby; 
just before he joined Blood, Sweat & Tears. After that, I com-
pletely lost touch with him until I ran into him in a stereo 
store some time later. He’d split with his first wife and was 
with Ingrid. Then maybe two, three or maybe four years 
later, I was doing a jazz-oriented show with Randy Bern-
sen; we were rehearsing at a place in Broward County 
and Jaco showed up to the rehearsal. At the time, I was 
working with Peter Graves, who years later became the 
leader of the re-created Word of Mouth orchestra. Peter’s 
band was working at a theater called the Sunrise Musi-
cal Theater. Mostly we were just backing up stars — Frank 
Sinatra and Sammy Davis Jr. — stuff like that. Jaco did a 
couple of concerts with Peter. So I saw him then. We did 
a radio show with Peter and that’s when Jaco used the 
arrangements he wrote for the Word of Mouth big band. 

We were doing a lot of Jaco’s arrangements; I played 
several of those with Jaco, of course. And then Jaco 
started to put together a band of his own to play his 
arrangements. The first thing we played was the birthday 
concert. It was about half local guys and half guys he 

brought in after that. Then we did a short U.S. tour — New 
York, Chicago, L.A. And after that, I just started playing 
more and more with him. 

We’ve heard that Charlie Brent was Jaco’s number-one 
influence in terms of writing and arranging. 

He was. Jaco was always getting interviewed by people 
when he became famous and they would ask him, “Who 
are your influences?” Jaco would name several famous 
jazz and R&B musicians and he would always name 
Charlie Brent. But none of them ever said anything about 
Charlie. They only wanted to print the names of people 
they’d heard of before. When Jaco joined Wayne’s band, 
it wasn’t that he was musically illiterate, he just wasn’t a 
quick reader and he wanted to write some arrangements 
for the band. So he sketched some things out and he just 
got together with Charlie and Charlie showed him some 
of the basics of orchestration. 

Do you hear Charlie Brent’s influence on the Word of 
Mouth big band?

Definitely. Sometimes in the harmonic structure of the 
writing and sometimes thematic material. And sometimes 
not just Charlie, but even other members of the C.C. 
Riders influenced him, too. Jaco wrote an up-tempo 
tune called “Domingo.” Usually most of the tune, after the 
original melody is stated, is just real high-tempo playing 
by a soloist. But behind the soloists are little backup parts. 
And some of those backup parts had little themes that 
were lifted from some of Charlie’s writing. Wayne used 
to send the horns out into the audience and we would 
just make up stuff. The show was different every night. 

Whatever we wanted to play we could play. Wayne 
was busy throwing bottles at the ceiling and all kinds of 
outrageous stuff, but we were just playing riffs. And you’ll 
find little bits of some of those saxophone riffs in some of 
Jaco’s writing. You’ll find little . . . some New Orleans-style 
rhythm figures Charlie would use when he’d play rhythm 
guitar. Little syncopated figures that made their way into 
Jaco’s writing. And when Jaco was playing with the 
drummer, Allyn Robinson, and Charlie, sometimes Charlie 
would play the bass line on the lower strings of the guitar 
and allow Jaco to play almost guitar parts or horn parts 
on the bass. And it would go back and forth. They would 
switch roles constantly; interacting. And in situations like 
that they were allowed to do anything they wanted 
to do. It was just a free-for-all. There were absolutely no 
restrictions on them except there had to be a groove. So 
Jaco picked up a lot of things that way; he picked up a 
lot of things in arrangements from Charlie. 

Randy Emerick was a member of Wayne Cochran’s C.C. Riders for 
four years during the time Jaco was with the C.C. Riders. He has also 
performed with Frank Sinatra, Sammy Davis, Jr., Liza Minnelli, Johnny 
Mathis, Natalie Cole, Lou Rawls, the Temptations, Mel Torme and 
many others.

Randy Emerick, Jaco and Peter Graves.  
Photo courtesy of Randy Emerick.

Dave Bargeron, Peter Erskine and Bob Mintzer.  
Courtesy of Peter Erskine.



bassist ron mcclure on  jaco in blood, sweat &tears
In 1975, I was playing a week-long gig with Blood, Sweat 
& Tears at Joe Namath’s Bachelors Three nightclub in Fort 
Lauderdale. During an intermission, I heard an amazing 
electric bass sound — unlike anything I’d ever heard 
— coming from the jukebox. I had to know who it was, 
so I asked the bartender if he knew who was on this 
recording. His reaction was very negative. He’d evidently 
had a rocky history with this bass player, who must 
have played at the club and carried on foolishly there 
sufficiently to trigger a negative reaction merely by my 
asking who it was.

After the bartender’s obvious antipathy dissipated a 
bit, he told me the record was by Wayne Cochran and 
the C.C. Riders with a local bass player named Jaco 
Pastorius who lived nearby. I was so impressed, I got 
Bobby Colomby, BS&T’s leader, owner and drummer to 
come over, dropped a quarter in the jukebox and played 
the same track for him. Bobby’s jaw dropped; I’ll never 
forget the look on his face. He was so impressed, he found 
out where Jaco lived, went to his house and met him and 
his wife and kids.

Not long after that gig, Bobby brought Jaco to New City, 
New York, where he lived and had a recording studio. I 
dubbed the place “Camp Colomby,” because he had 
a swimming pool and a basketball hoop in the driveway. 
We’d use it after rehearsals and recording sessions for 
the New City album for Columbia Records in 1975, which 
contained my Grammy®-nominated piece, “No Show”; it 
was up for best instrumental arrangement of 1975.1 

One afternoon, Bobby invited me to come over to meet 
and hang out with Jaco. We sat in the kitchen and Jaco 
played his fretless Fender Jazz bass for me unamplified 
saying, “This is an acoustic instrument,” filling the room 
with sound and dazzling me with his unearthly technique. 
Jaco was a great communicator. It was one of the most 
amazing experiences of my life that day. 

He voluntarily and most generously showed me his 
concept of using harmonics and general technique. 
I’d never seen anyone like him; I’d never encountered 
anyone who could play the Fender Jazz Bass with 
anything even close to his talent and imagination. As Will 
Lee said in a video on Jaco, “People will still be talking 
about Jaco in 200 years.” 

I received a phone call from Bobby Colomby shortly after 
that Saturday afternoon with Jaco. He fired me and hired 
Jaco. I had stayed about a year too long for my own 
good, anyway, but as Lew Soloff told me, “You forget how 
to play in BS&T and the only thing you’ll miss is the money.” 

From what I heard, Jaco didn’t want to play BS&T’s music. 
He wanted them to play his own music. He didn’t stick 
around very long; an experience for BS&T not unlike 
when they hired Joe Henderson, prior to my four years 
in BS&T. Neither Jaco nor Joe really wanted to get with 
the BS&T program; it’s quite understandable, considering 
their enormous talents. I feel honored to have played with 
Joe and I’m glad I got to know Jaco a little bit. 
1 Mike Post won for his score for “The Rockford Files” TV Series.

Bassist Ron McClure was Jaco’s immediate predecessor in Blood, 
Sweat & Tears and has played and recorded with a Who’s Who 
of jazz greats from Buddy Rich and Maynard Ferguson to Herbie 
Mann, Wynton Kelly with Wes Montgomery, the classic Charles Lloyd 
Quartet with Keith Jarrett, and the Joe Henderson Quintet with 
Woody Shaw, among many others.

a very magical person  jimmy haslip reflects on jaco
ZEV FELDMAN: When did you first encounter Jaco? 

JIMMY HASLIP: At a rehearsal hall in Hollywood in the mid-
’70s. This rehearsal hall had two rooms: a big room that 
was like a concert space — Weather Report was in there 
— and we were in the smaller room.

On a break, I walked out into the hallway and saw these 
Anvil cases with “Weather Report” stenciled on them. I was 
a big fan. I’d seen them with a lot of different musicians: 
Miroslav Vitous, Alphonse Mouzon, Eric Gravatt, Alfonso 
Johnson and Chester Thompson. So I’d seen different 
configurations of Weather Report and I was unsure what 
lineup I was going to see. 

I walked into the big rehearsal room and peeked around. 
And I saw this guy with long hair kinda futzin’ around with 
the bass. I wondered who it was. And then they started 
playing — that was the first time I heard Jaco play. It 
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was jaw-dropping. I couldn’t believe it. I knew they were 
rehearsing and I didn’t want to disturb them so I left and 
went back to my rehearsal. But we ended early and I 
could hear Weather Report still playing. So I just hung out. 
I was determined to meet this new bass player who had 
just blown my mind. 

After an hour, they filed out of the room and there was 
Jaco. I walked up to him and said, “Hi, my name’s Jimmy 
and I just heard you play. You’re incredible. Do you give 
lessons?” He was cool about it and said, “Why don’t we 
talk about that. I’m really hungry and I’m going to this 
Mexican restaurant to grab a burrito. Want to come 
along?” So we went and while we’re sitting in the 
booth, Jaco puts headphones on me and he goes, “I 
just finished my first solo record and this is the first track.” 
And he plays me “Donna Lee.” That record hadn’t come 
out yet. I was blown away. I’d never heard a bass player 
play so melodically and beautifully. We spent the rest 
of the evening in his hotel practicing and talking about 
music. And he played me more tracks from his record — 
“Continuum” and “(Used To Be A) Cha-Cha” . . . I left there 
with my head spinning.

I was staying two blocks from Jaco’s hotel, so I spent the 
next ten days or so just hanging with Jaco whenever he  

was available. And practicing and listening to him play and 
talking together about music. I can’t even put into words 
what that did for me at the time. Completely changed  
the way I played and the way I thought about music. 

What was it like — hanging with Jaco?

He was a very magical guy. I don’t think people talk about 
that much. I saw Jimi Hendrix five times. He definitely was 
a magical person. Magical being. For me, being around 
Jaco was a similar experience. I felt like I was seeing 
something otherworldly. Jaco had a real presence. He 
was a very confident guy. And he had this incredible 
ability to play the instrument, which nobody else had at 
the time. So it was enlightening and motivating. 

What was it like for you hearing Jaco’s music in a big band  
context on this concert? 

A lot of people love Jaco’s first record. But let’s under-
stand something. Jaco was not just a bass player. He was 
an extraordinary musician and composer. There was a 
lot more to him than just being a bass player. So Bobby 
Colomby, his work with Jaco on that first record? Unbe-
lievable! It’s an iconic record. But I’m also a really huge 
fan of Word of Mouth ‘cause it’s really different and there 
are several pieces on that record that I still study. 

Do you have any favorite tracks on this recording? 

“Liberty City” and “Three Views of a Secret.” I love both 
of those tunes on this new album and I love the version 
of “Donna Lee.” It starts out with a solo tuba by Dave 
Bargeron. Awesome! I’m a big fan of Dave Bargeron’s. 
Anybody who can play “Donna Lee” on tuba, you gotta 
be a fan of that. The whole band is like A-Team Plus. I’m 
a huge fan of Bob Mintzer’s. I played with him from 1990 
until 2012 in the Yellowjackets and I was always shakin’ in 
my knees standing next to the guy; he’s such a brilliant 
musician. He played impeccably, incredibly in Word of 
Mouth. And I’m also a huge fan of Randy Brecker; I love 
his wah-wah trumpet playing on this record. He’s such a 
creative musician; so virtuosic. I can’t say enough about 
these guys. I got to work a little bit with Othello Molineaux 
on a project a little while ago. He’s another favorite of 
mine. He’s a fantastic soloist on steel pans. It’s an odd 
instrument for jazz, but he’s fantastic. And what can you 
say about Peter Erskine? I love Peter. I’ve played with him 
a lot. He’s an incredible musician, an incredible drummer. 
And he always sounded awesome in Word of Mouth 
when I heard him. And he sounded awesome with Jaco 
in Weather Report. 

Any final thoughts? 

I love this record. The band sounds really tight; it sounds 
like they’d been playing together for a while and that’s 
a really cool thing. It captured a lot of wonderful soloing 
and improvisation. Jaco sounds awesome on the whole 
record. There’s great interplay between him and Toots 
Thielemans. I just think it’s a wonderful recording and I’m 
glad you guys found it and are releasing it into the world. 
Jimmy Haslip is a bass player and record producer. He was a founding 
former member of the Yellowjackets and played or recorded with 
Rita Coolidge, Allan Holdsworth, Chaka Khan, Al Jarreau, Donald 
Fagen, and Anita Baker.

T 
his is amazing! Jaco fans will be so happy. I’m happy. 
This is a rare find; like finding a never-before-seen 

Picasso or Van Gogh painting. This has the potential to 
move music and musicians forward. This is great. Thank 
you to whoever found it. I’m so happy to be hearing 
this. And bassists, don’t only listen to Jaco’s amazing 
solos, also pay attention to how he supports the other 
musicians and how he plays his bass lines. In my opinion, 
this is where Jaco’s true genius lies. His bass playing, his 
support, coupled with his writing. That’s his true genius. So 
enjoy, and wow, Jaco’s music is still alive!

VICTOR WOOTEN

Victor Wooten is one of today’s great bass players; one of the world’s 
elite musicians in a wide range of styles, as well as a composer, 
author, producer and five-time Grammy®-winner.

A 
s I recall, the most significant times spent with Jaco 
Pastorius were moments when “the meaning of 

life” was the prime motivation for working together. 

Jaco, at every moment, plays in ways which questioned 
the real reason for his existence which centers around 
the phrase: “I am not what I do, I do what I am.” 

His eternal journey continues the ultimate adventure of 
transcending the temporary aspect of what one does in 
the constant pursuit of what one is. 

WAYNE SHORTER

Wayne Shorter, widely celebrated as one of the foremost composers 
of our era, is one of the world’s great jazz artists. He and Jaco played 
together in Weather Report for six years.

Photo by Tom Copi



WORD OF MOUTH BIG BAND
JACO PASTORIUS  
bass, vocals
BOB MINTZER 
tenor and soprano saxophones, bass clarinet
RANDY BRECKER 
trumpet
OTHELLO MOLINEAUX 
steel drums
DON ALIAS 
percussion
PETER ERSKINE 
drums
SAXOPHONES
BOB STEIN 
alto saxophone
LOU MARINI 
tenor saxophone
FRANK WESS 
tenor saxophone
HOWARD JOHNSON 
baritone saxophone
RANDY EMERICK 
baritone saxophone
TRUMPETS
ALAN RUBIN 
LEW SOLOFF 
JON FADDIS 
RON TOOLEY  
KENNY FAULK
TROMBONES
DAVID TAYLOR 
JIM PUGH 
WAYNE ANDRE
FRENCH HORNS
JOHN CLARK 
PETER GORDON
TUBA
DAVID BARGERON

SPECIAL GUEST
TOOTS THIELEMANS 
harmonica
THREE VIEWS OF A SECRET, LIBERTY CITY. SOPHISTICATED LADY,  
BLUESETTE, I SHOT THE SHERIFF, MR. FONEBONE, and FANNIE MAE
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