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Cadence: Let’s start off –if you can just introduce yourself – your name, where you’re from and what you do.    

Ditmas: OK, I’m Bruce Ditmas.  I grew up in Miami, Florida, born in Atlantic City and I’m a drummer, keyboard player, 
composer, and producer.   

Cadence: OK, so I wanted to ask you about your dad.  Your dad was a trumpeter? 
Ditmas: He was actually – he started as a trumpet player but he was actually a trombone player.  And when we moved to 
Miami, which I was like four years old, he sort of hooked up and he was like the main lead trombone player in Miami, 
which was pretty cool, you know, and he was actually like part of how I got into the whole playing in hotels and show 
bands and stuff.  I wound up being the show drummer at the Fontanebleau he’s been in the band and I was like, you 
know, this really talented kid.  And so it was like, “Why don’t you give this kid a chance?”  And so that was it, you know, 
playing in bands with him. 

Cadence: How old were you at that point when you were playing with him? 

Ditmas: Fifteen – fourteen.  I actually did my first rehearsal – there used to be this really good rehearsal band in Miami 
and they did every week at Criteria Studios.  And Peggy Lee – this is great – you’ll love this story.  Peggy Lee came into 
town and she had all of these super guys with her – Jerry Dodge and Max Bennett, Stan Levy was playing drums, Porcino 
was playing lead trumpet.  Anyway, they got all these guys to come to this rehearsal except Stan Levy.  And they got this 
other drummer, and I went to the rehearsal.  And in the middle of this rehearsal they just start and the guy gets this call 
that his wife’s going into labor.  And so he’s got to leave this thing and all these guys are at rehearsal and now what do 
we do?  And it’s like, OK, give the kid a chance.  Boom!  That was it and it kind of launched me in Miami. It sort of 
became like a serious gig – Porcino in the middle of it says to my father, “Abe, go home, make more kids!  Porcino has 
this real strange way of talking.  Anyway, later on I worked with Porcino several more times, with Judy Garland and in his 
band in New York.  He had this band of the century thing with Zoot Sims.  It was awesome.  Some unknown stuff, back 
from the day in New York. 



Cadence:  Did you get back together with him at some point?  Was this more recently or was it all back then.  I’m not 
sure exactly what my question is. 

Ditmas: Are we talking about Porcino here? 

Cadence: Yes. 

Ditmas: That was all back.  The last time I played with Porcino we were in the pit band of Promises, Promises.  That was 
in about `72.  Then he left and went to Europe.  But he had this amazing book.  He had all those Terry Gibbs charts and 
Bill Holman charts.  I mean it was incredible. 

Cadence: You studied with Stan? 

Ditmas: I did.  I went for two years to Indiana University and Michigan State in the summertime.  They had these Kenton 
clinics and it was an all summer deal, which was pretty cool.  But it was really kind of an intensive thing into not just 
playing in big bands and jazz but the whole theory thing.  They had all the staff from Berklee.  But it was really for young 
kids, even though there were college kids that came there.  But it was really a lot of developmental, young jazz stuff.  It 
was really good.  They should do more of that except there is no world like that anymore. 

Cadence: Right.  It was nice at the time though. 

Ditmas: And then during the thing, of course, the whole band would show up and then they would do intensive one-on-
one’s with everybody.  And so then I was – I’ll just tell you everything.  It might sound weird but I’m fourteen years old 
and I go there and so boom, I’m in the first band.  Johnny Richards is running this band and we’re playing all of this 
Cuban Fire stuff and Johnny Richards stuff from West Side Story that Kenton had.  It was just unbelievable.  But I started 
to really believe that OK, I’m for real – I can actually play these things. 

Cadence: At a certain point did you go from big band to smaller ensembles?  Or was it the other way around? 

Ditmas: I actually started – I was always this big band guy.  But my first real jazz gigs were with this trio and then I sort of 
got into the big band thing.  But when I was in high school I started playing with Ira Sullivan and that kind of continued 
after I got out of high school.  And then when I moved to New York I went back and played with him in `67 for a minute.  
I was really always into the small group thing, which is why that kind of came together when I played with Gil, trying to 
do this like it was a big band, trying to use small group concepts.  But those times I played with Ira, that was like the 
college of Ira Sullivan.  I think the first tune we ever played, he was famous.  I’d heard him when he came to Miami, 
playing from Chicago.  It was like, “Oh my God!  This is the real shit here!”  And so it was.  The first tune he calls is 
Chicago – wants me to play brushes.  And it’s like the most amazing breakneck tempo in the history of – it was like that 
do-or-die thing. 

Cadence:  A hyper version of it. 

Ditmas: He was the guy who really put the whole idea in my head, really, the idea of 1-2-3-4, 1-2-3-4 sort of goes out the 
door and extends out until the end. 

Cadence:  It gets sort of lighter, you know?  You don’t need to fraction it this much. 

Ditmas: Yes, when you’re playing with anybody who really knows how to play you don’t have to make an end of four bar 
thing.  I had a number of these kinds of talks with Mel Lewis about this because he really did not like what I did with Gil.  
It was the biggest anathema to big band playing.  You don’t set up these guys.  Look at who’s in the band!  What do I got 
to set these guys up for?  But I was such a Mel clone when I was a kid.  It was like Mel and Shelly Manne.  That was 
pretty much it for big band. 



Cadence: It’s remarkable how much drums adds to music.  It’s only one player but if you put it on a scale, it weighs a 
lot more, in every sense of the word. 

Ditmas: People used to give the drummer – you’re just this background thing but if you think about a drummer’s role, a 
drummer knows every song, every style.  You should be able to play in every venue, not just like somebody who’s a 
great classical player or something.  I think that classical thing, every though I’ve done a lot of new music classical but 
that real classical thing is the only thing I never did. 

Cadence: Well, there’s only 24 hours in a day and there’s only so much energy within that 24 hours.  We have to pick 
our moments. 

Ditmas: I like having been able to have done so many different things though.  That is really cool. 

Cadence: That’s like learning a lot of different languages.  You get comfortable in these different environments 
whereas for the rest of us it’s stressful. 

Ditmas: I’m thinking about all these people, like one Judy Garland job that we did, we played the first music concert in 
the Astrodome and The Supremes were the opening act.  And I got a chance to meet all the Funk Brothers, who were all 
those guys were playing in the band. 

Cadence: Which band? 

Ditmas: In her backup band. 

Cadence: In Judy Garland’s band? 

Ditmas: No, The Supremes. 

Cadence: Oh, with the Funk Brothers. 

Ditmas: Anyway, it was amazing to meet all these different people doing so many different things.  It was very cool. 

Cadence: Was this with a big band at that point? 

Ditmas: With Judy Garland? 

Cadence: Yes. 

Ditmas: Yeah, with Judy it was always like a 32-piece orchestra.  It was the greatest – big string section.  The greatest 
arrangers, so much Nelson Riddle stuff.   Mort Lindsay was the music director and wrote amazing string stuff.  Actually 
he’s the one who sort of – they gave Judy the opportunity, they said, “Should we bring a drummer down there?”  And 
they said, “Well, we’ve got this kid who’s good if you want to take a shot.”  And because of who she was, she took a 
chance on me.  And after the first night she calls me into the dressing room.  She says, “I’m taking you with me.  From 
now on, call me Mama!”  And it was like, holy shit!  And then Mort Lindsay got me on the Merv Griffith show in the 
studio band and then with Barbra Streisand.  So he was like a mentor in a way – very cool guy! 

Cadence: You kind of started at the top a little bit. 

Ditmas: You kno what?  Yeah.  It sounds weird to say that but I never really played with kids.  It didn’t hurt, the fact that 
back at that time show business was so big.  Miami was like Vegas without gambling.  All the hotels had big bands.  All 
these guys from New York would come down with acts.  So they knew who was there so when I came to New York I 



remember going into the Drum Shop and Frankie Eppilino knew who I was because of guys saying, “Oh yeah, there’s this 
kid in Miami…”.  That shit doesn’t exist any more. 

Cadence: No, well people don’t go out, do they? 

Ditmas: I don’t know.  I certainly don’t go out.  I mean it’s so prohibitive pricewise.  I’m not sure who’s worth $40 a 
ticket! 

Cadence: It’s such a problem.  Technology has been brought to us so we don’t – we only have to go out if we want to 
at a certain point.  And that’s not a good choice apparently because we’re choosing not to. 

Ditmas: Well, maybe it’s that there’s nobody interesting out there to go out for. 

Cadence: That could be.  It’s hard to tell.  Actually one of the nice things about taking over Cadence is that I’m forced 
to listen to all the CDs that come through.  I would never do that in a million years otherwise.  I’m totally selective in 
what I hear.  I don’t like to listen too much I don’t want to.  It’s actually – it’s not too bad.  There are moments when 
it’s still --- the percentages are very low of what I think is decent stuff. 

Ditmas: I find some interesting bands out there, you know, like Led Bib, The Bad Plus, that’s kind of cool.  You know, 
they’ve gotten big now. 

Cadence: Well, let’s see.  I wanted to go back.  That’s kind of the first section I wanted to talk to you about was your 
Miami days and playing with the heavies – jazz heavies.  I was curious about the Gil Evans Hendrix album and what 
your recollections of that were. 

Ditmas: It was an interesting record.  The fact that we were going to do it with Jimi but of course he didn’t live for it, 
right?  But we did it at RCA and it was a big techno project.  I mean guys had synths and two drum sets – the whole 
thing.  And they had so many limited inputs that I think the way it sounds is – even though some people think it sounds 
good – was just so hard from a mix standpoint.  I remember everything was on one track.  The synth would be on with a 
flute and with a trombone, that kind of stuff.  But I think the best thing was when we went to Europe and played all that 
music, which was kind of cool.  We did the whole summer tour thing.  But it’s kind of an interesting record, isn’t it? 

Cadence: Yes, it is.  And I can hear where he was trying to go with it.  It’s pretty cool. 

Ditmas: It was the first record that he really let other guys contribute the arrangement to.  He did a couple and then 
everybody else came with arrangements, like Tom Malone had an arrangement, Dave Horowitz, Trevor Kohler, Howard 
Johnson.  And so it was kind of nice like that.  That’s the kind of guy he was. 

Cadence: Do you know if that was documented, the Europe tour.  Was any of it recorded? 

Ditmas: There is a video you can see on YouTube of the Umbria Jazz Festival, which was pretty… 

Cadence: OK, the Umbria Jazz Festival. 

Ditmas: Which was Umbria `74. 

Cadence: Gil Evans, and Umbria maybe as a search… 

Ditmas: Yes.  I think there’s maybe two of them.  A couple of different tunes.  The sounds, of course, Italian Rye is a little 
shaky but the performances are there.  It’s an interesting capture of that moment because that – I’ve spent a lot of time 
in Italy and even lived there, right?  And that concert is an historic moment in Italian Jazz, this Perugia concert.  It’s really 
important to them. 



Cadence: What do you think it was that was so seminal to them? 

Ditmas: It was this band.  This band was Gil Evans, all of these guys and the fact that Umbria Jazz, they’ve got an amazing 
following anyway.  And just the whole piazza, the main piazza was just a sea of people.  It’s impossible – I can’t even – 
maybe there was 10,000, 15,000, 20,000 people, all the roads coming up the streets packed.  It was an awesome 
experience.  Later I played with Giovanni Tomasso, the bass player and he was in the audience and he remembers it 
being so amazing and Miles, Evans spend most of the concert asleep under the piano on stage.  But yeah, check out the 
video.  It’s kind of fun. 

Cadence: Okay, that sounds like it was quite a singular event.  Everyone there was experiencing this concert.  I can see 
how that would affect people. 

Ditmas: And then as strange as it might be, we were the opening act and Thad and Mel followed us.  So it was another 
one of those Mel moments. 

Cadence: It’s always interesting to look back in time and you can see that different bookings where it will be, you 
know, Thelonious Monk following by whoever – somebody you’re not that crazy about.  That was common, I guess. 

Ditmas: In that same summer tour we did a couple of gigs with Mingus and there’s actually some video of this concert in 
Gubbio, same year - `74.  And it was like that Mingus band – everybody – Don Pullen.  It was just unbelievable, unreal. 

Cadence: Was that in Italy too? 

Ditmas: Back then pretty much every town had a big festival. 

Cadence: And the town was behind it.  There was money for the festival, right? 

Ditmas: Yes, all those cultural things.  The governments, a lot of – of all things, the Communist Party is a very big funder 
of jazz music.  At least at that time they were because it was making a political statement too. 

Cadence: There’s a club in Belgium called the Hnita Jazz Club and the guy who ran that ran it for 55 years – it’s still 
operated by his son.  Just about everybody who came to Europe played there.  And his son said that when the Wall 
fell, whenever that was, the Berlin Wall, that is – all the contacts for these great festivals he used to go to with his 
dad, just the best music festivals and the most interesting, creative music.  As soon as the Wall fell, those connections, 
those bureau chiefs that handled this and that, they were gone and never heard of again.  And this whole network of 
cultural activity and performance was gone.  You don’t hear those things on the CBS news. 

Ditmas: Like they really give a shit about culture. 

Cadence: Did you meet Enrico Rava in Italy then? 

Ditmas: No, I first met Enrico in New York years ago when he was playing in this band called Gas Mask.  And he had come 
from Argentina.  He had been playing down there with Gato.  Him and Steve Lacy had a thing.  So he had a reputation of 
being kind of an out player.  And Trevor Koehler, the guy who actually played baritone with Gil, had this western movie 
he did music for.  So he got me and he got Enrico Rava.  And that’s the first time I met him.  And we had a good 
relationship until 1986. 

Cadence: Was that the beginning of playing more free at that period or was it… 

Ditmas: Back then I was doing the show biz thing as much as I could but that free music thing was happening so much I 
was really into it.  All of the places, you’d be playing with Richard Youngstein, this amazing bass player, and guys like 
Mark Whitecage.  It was really that alternative scene.  But yes, I always loved that free music thing. 



Cadence: We also have to pay the bills, you know.  It’s hard to play free and pay your rent too.  By all means, I think, is 
a good way to look at it. 

Ditmas: Yes, at a certain point I’d be playing some rehearsal in an abandoned building and I used to do a lot of that.  And 
then I would go at night I was playing the show band at the Latin Quarter.  So it was like you could do that back then.  
And now everybody is just so concerned with perfection or money or -- something’s not right, it’s off. 

Cadence: What is it?  It’s been quantified or calibrated or something.  So you did an album with Jaco? 

Ditmas: Yes, that’s I believe the most famous Paul Bley record ever done. 

Cadence: That was a Paul Bley release? 

Ditmas: Yeah, on his record – Improvising Artists.  Even though there were some problems, like the first pressing, you’ve 
probably seen that orange cover with the video kind of work on it and all of our names.  And then he re-did it with Jaco’s 
picture and this caused some legal issues, shall we say, that I am sure haven’t been resolved yet because there are two 
other sessions that never came out that we recorded.  And it’s too bad because people look at that, like bass players are 
always getting in touch with me.  That is a legendary session.  They would fuck up two more Jaco releases. 

Cadence: So that photo is in question, the photo on the album cover? 

Ditmas: Well, they named it Jaco too.  Even though there was a tune on the record, but they did this thing and it kind of 
looked like it was Jaco’s record and he was just hitting with Weather Report, I think.  And, you know, some problems. 

Cadence: Now he also lived in Miami at some point. 

Ditmas: I was long gone before then, but yes, he moved from some place, I think, to Miami but I’m not sure if he went to 
the university or if he just hung out.  Pat Metheny was at the university, Mark Egan, Danny Gottleib, those guys.  But I’m 
not sure if Jaco was actually at the university.  But yes, he was always hanging out and, of course Florida is where he 
ended it all or they ended it for him. 

Cadence: Yep, that’s pretty tragic. 

Ditmas: Yes, he used to come to my loft.  When he first came to New York he was such a normal guy.  Now maybe he 
had issues but he’d come over to my loft and just hang out and just want to talk music and we’ve got to get on some 
sides and things like that.  But he didn’t drink, he didn’t smoke, he was completely straight.  And it just seemed like as 
soon as he got that real taste of fame that was it, you know?  But it was kind of amazing, having played with him, playing 
that stuff that now I can play with bass players who play these licks and I think like, “Wow! They’re doing that shit that I 
actually played with the guy who originated it.” 

Cadence: I was telling my wife who he is, just trying to give her…and it’s not that difficult because, you’re right, that 
sort of…it comes from him. 

Dismas: Yes, he changed the sound.  I know Alfonso Johnson was playing the fretless before Jaco hit, but his whole 
stylistic thing with that rhythm & blues & soul background that he had, from Wayne Cochran, of all people – what a 
kickin’ band that was!  But yeah, quite a giant.  That proverbial star that burns bright, burns out. 

Cadence: Yes.  He added a lot.  Another album I had to mention to my wife was Hejira by Joni Mitchell. 

Ditmas: Oh man! 

Cadence: So much of what she was driving at seems to be propelled by him. 



Ditmas: I don’t know what – something I always thought they must have had some kind of personal affair going, you 
know, because I mean he just like hooked up with her and all of a sudden she became on the edge of hipness.  And she 
stayed there; she’s still there, for me.  I love her voice even more now. 

Cadence: Yeah, she’s not afraid to make the sound she wants to make.  It’s beautiful.  She’s very thoughtful.  So I was 
going to ask you about Dino Saluzzi. 

Ditmas: Yes, that’s a very uncomfortable subject. 

Cadence: OK, I don’t know anything. 

Ditmas: I can tell you very quickly why.  I was living in Rome, playing with Rava, playing with a bunch of other people and 
Rava was going to do this tour with Saluzzi for ECM.  They were going to the tour, six weeks, do a record, the whole deal 
– sounded great.  And he was going to use Furio Di Castri, the bass player from Rava’s group at that time.  But Saluzzi 
wanted these Argentinean guys, his brothers from down there, to be on it.  So then they got Bob Moses to play drums.  
Well, Moses, I don’t know whether it was instinctual – he bailed out so they hired me.  I get on this thing.  Well, I’m not 
coming with this Argentinean thing, so Saluzzi hates me from the get-go.  I don’t know how he reacted positively to 
Moses either, but from the first rehearsal, you’ve got to play this traditional thing.  And I’m saying to Robert, “You know 
what?  This is not why you hired me, to play traditional Argentinean drums.  C’mon!”  And so we did this tour and every 
concert, we had this really great guitar player, Harry Papel.  The only drawback was he had this quad speaker thing, he 
had four speakers all over the stage.  And it was loud.  And so the shit got loud and, of course, they blamed me.  That’s 
ok, they can blame me for that.  I’m not a particularly soft player.  But every night Saluzzi was just busting my ass – 
relentless, you know?  And it got to the point where I told Enrico, “I’m going back to Rome.  Get anybody else.  Take me 
off.  I don’t want to do the record.  Please, give a break from this!”  He wouldn’t let me go, so I did the rest of the tour.  
We did the record, which people think is a great record.  It’s a record called Volver.  But at the end of that, Enrico didn’t 
talk to me until like 20 years! 

Cadence: That was probably ok with you at this point.  You might have needed 20 years yourself. 

Ditmas: But then it goes even weirder because Enrico has got this autobiography that he wrote.  It’s probably not in 
English, it’s in Italian.  But in this book he really – he talks about this tour and how I’m the source to blame for everything 
that went wrong on this and that how the record would have never even been anything if wasn’t for Manfred and his 
input.  I’m telling you, what a load of kiss-up bullshit, if I might say. 

Cadence: You don’t recall that at all being the… 

Ditmas: You know what?  What was the big joke was that we’re in the session and Manfred comes in to the studio and 
walks over to Harry Papel and takes Harry Papel’s guitar from him and he’s going to rip off some amazing chord or 
something is going to come out, he’s going to explain the whole thing, and then just gives it back to Harry and walks out 
of the studio.  He doesn’t say a word!  And that became like a joke for the rest of the tour with Enrico, that he would 
never remember now or be willing to say.  But we did this record and then at the end of the tour I go back to Rome, 
that’s it! 

Cadence: What does Manfred play? 

Ditmas: I don’t know.  I have no idea. 

Cadence: I believe he’s a musician as well. 



Ditmas: He must be, because he does have a sensitivity.  I think his strong thing is letting guys do their thing and doing 
this amazing mix, being really into evaluating the takes too. I mean you can’t argue with the product. 

Cadence: I agree.  But he took the guitar and he… 

Ditmas: Yeah, he could have taken the trumpet.  And then – I’m just remembering these details.  It was like impossible 
for Enrico to stay really in tune with this ridiculous bandoneon that he had, which was just out of tune all the time.  So 
this was a constant issue and then before every take we’ve got Dino Saluzzi in the dimly-lit studio in Ludwigsburg with a 
spotlight on him, praying to God before every take, that something will deliver him from this, in my mind, this evilness 
that’s coming from the drums.  We were doing a sound check at some concert some place, and because I play a lot of 
brushes, because I had a new head, I was checking out this brush sound and Saluzzi was going off about some bullshit.  
And I’m swishing my brush on the snare drum and he freaks out like crazy, somehow like this motion is dissing him.  This 
is some Argentinean thing, if you do this with a brush on a snare drum it’s like, fuck off or some bullshit.  Crazy!  Anyway, 
he seemed completely insane and I can’t tell you how many times in Germany we had to be waiting for him parked 
outside those marked off streets, the porn streets, you know?  Waiting for Dino Saluzzi to get back on the bus.  Anyway, 
that was probably more than you were expecting about Dino. 

Cadence: No, it’s just a story in itself.  Everybody is different and everyone has their own story and without that, we 
don’t have that.  That’s the way I look at it.  These are things that happened. 

Ditmas: Do you happen to know, if I say, you know, like Hunter Thompson books with the illustrations by Ralph Stedman, 
are you familiar with these kind of bizarre illustrations? 

Cadence: Yes. 

Ditmas: Well, if you can picture in your mind the way the illustration would have pictured Hunter and the lawyer in the 
car with all the drugs packed up and the bottles of ether and tubes of nitrous oxide.  This is kind of like the way Enrico 
paints me being in this autobiography he went off on, which is so bizarre.  He could have told it in a good way, and I’m 
not denying some of that stuff, but at the same time in this book he never mentions the quality of any of the music that 
was played.  And we certainly played in a lot of bands.  That quartet we had with Roswell Rudd was just bizarrely on 
edge.  Roswell, Gibani, Tommaso, who is one of the greatest bass players in the history of the bass. 

Cadence: My next segment had to do with D3, just a little bit about the history of that and it seems like you like this 
format that you’re working in or have worked in. 

Ditmas: Yeah, I like that real spontaneous composition kind of format. 

Cadence: What does D3 consist of?  Tell me about that. 

Ditmas: D3 originally started as Jack DeSalvo on guitar and Tony DeCicco on bass.  And for this latest CD we added Sam 
Morrison on soprano and flute, which is really beautiful.  But we started back in about 1990 doing the Knitting Factory 
thing.  So we were one of those regulars on that scene, and just played there all the time.  And then went through a little 
bit of a personal thing and I went into this creative director job I had with this agency.  Anyway, we didn’t play for a long 
time and then it was like 20 years and we got back and played together and we decided to do that record, this Over the 
Edge record.  And it came out really good. 

Cadence: I didn’t realize it was a reunion. 

Ditmas: We have a record on Tutu Records – it’s a German label.  And it’s called Spontaneous Combustion.  And it got 
some play in the European theatre, so to speak, back at that time but it’s really a ho-hum deal back in America.  Nobody 



here really liked that kind of improv thing back then.  It got sold at the Knitting Factory, that kind of deal.  We did the 
release party there.  But yes, it is kind of a reunion thing except the sound is much better because back then, 1989, we 
did it at Tedesco Studios.  We did the first recording there with David Baker.  So it’s like a different kind of techno thing 
happening nowadays.  Bigger sound, which I like.  At least that what I’m trying to get on these mixes. 

Ditmas: I spend so much time doing jingles and stuff like that, that you really have to make the separation pretty early on 
because you do have to make those critical choices at a moment’s notice and it is your shit.  So when it sucks you’ve got 
to be willing to say this sucks, let me do another one. 

Cadence: There are so many times I wish I had done that.  You just stop what you’re doing and say, “Look, we don’t 
need to go on, or fix it, one of the two. 

Ditmas: I wish I could redo a lot of stuff I did.  I’d redo all of those recordings. 

Cadence: Well the next time I’m not happy with an instrument, I want to just go over and take their instrument and 
then hand it back to them.  I don’t think I’ll ever do that but I like the story anyway. 

Ditmas: Yeah, you’ve got to have that kind of thing to do that.  I’ve seen guys fired out of sessions and studios, fired out 
of the pits in Broadway. 

Cadence: Well, it’s your baby.  You kind of have to be protective, you’re the advocate for that piece.  It’s not a 
pleasant place to be always, or the easiest place.  So Unseen Records, Unseen Rain.  Could you talk to us a little bit 
about that? 

Ditmas: Well, we’re doing high quality improvised music, improvised jazz with a new kind of take on the whole sound.  
For instance, I think if you listen to any of the releases they’re not going to sound like your usual kind of improvised 
music record.  I think we’ve got a nice brand sound thing going.  And the artists, the product, I think I like the brand a lot.  
It’s sort of started by Jack DeSalvo, Jim DeSalvo and Gene Gaudette, who have like Jack and Gene worked together for 
BMG years ago when we were all doing this other world stuff.  And so they just got together and wanted to do this label.  
So they hired me to produce and do this marketing thing, which I spend time in the TV world doing.  I think we’ve got 
some interesting stuff and that D3 is certainly a good illustration of where we’re going with the sound, like Cowboy Film 
School.  Another great band is Colonel, Panic. 

Cadence: And these are CDs that you’re producing? 

Ditmas: Yes, I’m producing them and I’m mixing them.  But mostly with this label, it’s not that we’re pressing for sale in 
stores.  We’re doing this high res flac format download thing.  And we’re even got hi-res mp3s that, that this stuff really 
sounds better than CD quality.  So we’re really trying to get this download thing happening big time, because I think 
that’s the way it’s going.  Record companies selling stuff.  The way I see it, the CD is just a marketing tool now. 

Cadence: Can readers find this at iTunes or should they go directly to the website?  What’s the best way to… 

Ditmas: They should go to meyefi.com, and that would be meyefi.com.  On Facebook, we’ve got our Facebook Unseen 
Records page, which links you up.  And then we have like an unseenrainrecords.com but it’s not completely up-to-date 
because, I’m sure you can understand, we’re also in startup mode.  But all the downloads are available at the 
meyefi.com site.  And you can download the tracks, listen to the stuff, the whole deal.  So hopefully we can get people 
to notice that high quality downloads, this whole high quality res thing, really plays off well on this kind of improvised 
music too.  Without that super compressed stuff – you know, it’s just killing all those frequencies, so… 



Cadence: So it helps the listener, especially with this idiom.  Free improvised music, again just an opinion, but often 
more interesting to watch than listen to.  So whatever you can do to make it listenable is a good idea.  There’s some 
wonderful things going on but it’s sometimes even more wonderful to be able to see the artists interact in that 
microsecond way that you have to. 

Ditmas: Yes, I think a lot of what I see is like the image-wise of mixers, it is that image of a band playing onstage, which 
I’m not – I don’t think that really works.  That other image, if you use a more R&B concept to the way the instruments 
are, everything is much more visible now.  It’s like a movie instead of like a live concert.  So for instance on that D3 
record, there may be times when things, there’s a flow to the sound.  It’s not just always coming at you in the same way.  
I’m not sure if that explains it but I think this music benefits from this more detailed approach to the sound as opposed 
to just this amorphous kind of blend that comes at you. 

Cadence: Yes, it makes you crave dynamics, that’s what it does. 

Ditmas: Yeah. 

Cadence: Ok, well those are all of the points I wanted to talk to you about, but just this last point would be just 
anything else that you think we’ve omitted or that you’d like to add.   

Ditmas: This kind of interview is for Cadence, so it makes you really only focus on the jazz aspects of it.  I do have this 
incredibly long thing happening in commercial music, which is kind of interesting too.  Music for TV, but that’s another 
story.  But I think one of the interesting things really was like – let me just tell you about the first Gil Evans gig. It was 
when he was doing a band, just putting a new band together.  And we had all of these synths: Don Preston came to New 
York with this guy, Phil Davis, and they had a huge array of Moog modules and stuff.  And it was going to be this really 
new, crazy kind of a band, the Gil Evans Eleven.  But at the first rehearsal this guitar player, Bruce Johnson, who I’d been 
playing with, was playing with Gil and he got me to come and play this audition.  And here’s all these guys, Jimmy 
Knepper and so on.  So anyway, we play this thing and it’s after the rehearsal and Gil starts talking about this recording 
and this and that.  So I didn’t realize he was wanting me to do this.  So then I realized that, which was amazing.  But the 
thing was that this synth stuff was like we did this Europe tour and it was like just – people just flipped out.  This band 
was so unbelievable.  That band is actually on this record called – what did they call it?  It was rereleased as Where 
Flamingos Fly, I believe.  But I still have the miniMoog sitting right here in my studio right now. 

Cadence: I guess that wraps it up. Thank you for your time and input. 

Ditmas: I really appreciate this, I can’t tell you how much. 
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