


 Miles Davis was a 
mythical figure in 

New York City’s jazz landscape. He had 
been retired the past five years, holed 
up in his Upper West Side apartment, 
popping out to attend the occasional 
concert. But when you’re a legend who 
shifted the course of the genre at least 
five times, you can’t be inconspicuous — 
not even in a massive metropolis like the 
Big Apple. The “Miles sighting” became 
a thing, as if he were Bigfoot or the Loch 
Ness Monster. “He’d come in the middle 
of the set and leave before the set was 
over — stuff like that,” said Marcus Mill-
er, a bassist and producer who worked 
with Miles later in the decade. “He was 
just kind of scoping out the scene.” De-
spite his stature, Miles remained a curi-

By 1980, 
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ous soul who kept his eyes trained to the fu-
ture, attuned to new sounds emanating from 
younger players like Miller, saxophonist Bill 
Evans and guitarist John Scofield. In that 
way, he was the same guy from the mid-‘60s 
who filled his Second Great Quintet — argu-
ably the greatest band ever — with unproven 
talent that pushed his music to audacious 
heights: Herbie Hancock on piano, Ron Cart-
er on bass, Wayne Shorter on saxophone, 
and Tony Williams on drums. No different 
from the man in the early ‘70s who all but 
abandoned jazz for polyrhythmic funk. Sure 
he was Miles, but he was also self-aware: 
He knew he couldn’t bend culture alone; he 
needed the next generation to provide the 
energetic sound he craved.

Popular music had moved to a smoother, 
electronic-based sound that traded the 
steam of previous years for subdued ar-
rangements meant to elicit peace and deep 
reflection. That’s not to say the ‘80s didn’t 
have fire; quite the opposite. But where the 
previous decade brought the party through 

a mix of electric and acoustic tones 
centered on live aesthetics, the ‘80s 
emphasized computerized beats that 
felt arranged on production software. 
Where others shunned the era, Miles 
embraced it, pulling inspiration from 
FM radio and an upstart music video 
channel called MTV. He was searching 
for the next frontier, letting his creativ-
ity roam. This music on The Bootleg 
Series Vol. 7 captures that explora-
tion, and finds Miles beginning to 
re-emerge in a creative landscape far 
different than the one he left in 1975. 
We hear a song like the previously un-
released “Santana,” recorded in early 
January, 1983, during the sessions for 
Star People, an expansive funk tune 
with undulating electric bass, driving 
percussion, and majestic trumpet wails. 
There’s “Freaky Deaky,” a meditative 
blues recorded during the Decoy ses-
sions that’s held together by the bassist  
Darryl Jones; his sliding up and down 
the scale offers a spellbinding backdrop 

for the band to experiment with saunter-
ing grooves. And of course there’s “Time 
After Time,” a cover of the Cyndi Lauper 
track that appeared on 1985’s You’re Un-
der Arrest. Here we get two versions of the 
noted Miles remake — an almost-six-min-
ute alternate and a full nine-minute take. 
He sounds sanguine on both versions, 
reminiscent of the cool jazz he helped es-
tablish in the ‘40s and the romanticism he 
exuded on Sketches of Spain. 

Now for the elephant in the room: Fans 
bristle when they talk about Miles Davis’s 
work in the ‘80s. They compare him to 
a once-great athlete who stayed around 
too long, or to an upstart busking in the 
subway for loose change. But these cri-
tiques are unfair and don’t paint the full 
picture of his artistry: You can’t tell the 
story of Miles without the last decade of 
his life, a fertile period in which he fully 
embraced his stardom and delved into 
fine arts himself. People condemned this 
era because the previous ones were that 
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groundbreaking. Records like Kind of Blue 
and Bitches Brew are still highly-regarded 
works that are studied by nascent jazz 
musicians and luminaries alike. But who 
else can say they’ve played with Charlie 
“Bird” Parker and Prince, John Coltrane 
and Sting? He’s touched every inch of 
popular music while keeping true to his 
iconoclastic vision of jazz as amorphous 
art that’s supposed to bend and flow 
and mutate to 
something else. 
On The Bootleg 
Series Vol. 7, 
we get to play 
in the rubble 
of what would 
become yet an-
other period of 
unprecedented 
i n n o v a t i o n . 
Beauty resides 
in evolution.

— MARCUS J. MOORE
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I used to have a band in 
Chicago and Uncle Miles 
would call. We would re-
hearse in my mom’s base-
ment five days a week, 
then play on the weekends 
if our grades were good. 
We had this long telephone 
cord that reached from the 
kitchen all the way down 
the stairs. And he’d tell my 
mom (his sister) to take the 
phone downstairs so he 
could listen to us rehearse 
and offer critiques after-
wards. After we’d finished 
playing or after he’d finished listening to us, like this 
is going two hours with the phone, him listening. We 
would pass the phone around to each musician and 
he would tell us, “Try this.” And it was really cool; 
everybody was gassed that Uncle Miles was giv-

VINCE WILBURN, JR., drummer and bandmate

ing us these pointers, 
sharing these gems. 
This went on for about 
three or four weeks. 
One day, after we 
passed the phone 
around, he said, “You 
guys want to make 
a record?” And that 
record was The Man 
With The Horn, which 
we started recording 
in 1980 at the famous 
CBS 30th Street Stu-
dio.

Everybody says, “Well, you were influential 
in getting him back to playing again.” But 
I like to think that when he was ready, he 
came back. Maybe we sparked something 
that he dug. He often talked about having 

contemporary pop radio airplay. I remember 
living with Uncle Miles and my cousin Erin out 
in Malibu. In the mid-’80s, he would have MTV 
on, but with the sound down. If it was something 
he dug, he’d turn the sound up. So it could have 
been Mr. Mister, Michael Jackson, Herbie Han-
cock with “Rockit,” Toto or Cameo. He dug that 
sound. When I was in the band, he had me pur-
chase a couple of Simmons pads. (Simmons was 
an electronic drum kit.) And these are things that 
he was hearing in his head, from when I joined 
the band from ‘84 to ‘87. We did “Human Na-
ture.” He did “Time After Time.” A lot of elec-
tric sequencing. It was just what he was hearing 
and that’s where he took it. To the day he tran-
sitioned, he knew exactly what he wanted and 
what he heard and how he wanted it with the 
musicians that were in his bands at the time. He 
was on point. On the road, you had to be pre-
pared for anything thrown at you at any given 
moment. Just be on your toes. 

I learned to not be afraid to evolve. To evolve 
on your instrument, to keep searching for new 
sounds and different ways to play drums and 
approach the music. It’s always good to have 
the foundation, but being around him taught 
me to listen to young cats and the music of 
the day. If you’re going to listen to Miles, just 
listen with an open ear. Because there might 
be something that you didn’t hear before. The 
‘80s were an important chapter, musically, to 
him. For the listeners who love the ‘80s and 
that period of music, I think that they’ll be ex-
cited to hear this.
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JOHN SCOFIELD, electric guitarist

Miles was defi-
nitely a music 
head. He lis-
tened to new 
stuff, and by the 
time I played 
with him, he 
was at the very 
top of the jazz 
world — a star. 
I don’t think 
he hung out in 
clubs as much 
as he had in the 

past, so he used the guys in the band to tell him 
who he thought was happening. During his re-
tirement period, I knew he would come to the 
clubs in New York because I would actually see 
him sometimes. I mean, I saw him the time he 
heard me. But I remember going to another: 
Sonny Rollins was playing in a club and Miles 
came in. So he was around on the scene in New 
York and he lived in Manhattan, so it wasn’t 
hard for him to hit the clubs. But you know, 
when somebody like Miles comes to a club, 
it’s a big deal. He wanted to maybe be a little 
more incognito, you know? He was on top, so 
everybody was aware of his every move and so 
excited when he came back to do records again 
and have a band again after his retirement.



I was thrilled to join the band. This was making 
my life; I was a huge Miles Davis fan. If I had 
to pick a favorite musician, it would have been 
him at that time. I was in awe and thrilled to 
be there. When I joined the band, he had al-
ready done half of Star People. I did some gigs 
and all, and then ended up in the studio with 
Miles. He was using a really interesting concept 
to write tunes. He would record the rehearsals 
and the gigs and listen to everybody’s solos — 
including his own — and take the parts he liked 
and have Gil Evans transcribe the solo. Then 
that would become a new tune. Because all the 
tunes were on vamps, just static basslines, we 
would blow over them and he would as well. 
Then he would take little sections and that 
would become the head. So stuff from a gig 
would turn up as a written composition. The 
tape was always supposed to be running the 
whole session, which was actually very expen-
sive back in those days. But that’s the way they 
did it. They would have two machines and keep 
recording everything. He would go in for a few 
hours. It wasn’t like, “We’re going to make this 
record in three days,” and work nonstop. He 
would have one session in a week and he’d re-
cord, then he’d go back and listen to it and you 
might go in a couple of weeks later. So it took a 
while, but that’s the way he was working then.

Something about being a big star like Miles, 
everybody hangs on their every word. With 
him, we were all trying to wait and see how 
he liked what we were doing, if it was cool. 
Sometimes he wouldn’t say much, and then 
he would say some stuff, and he would put 
us down if he didn’t like what we were doing. 
Here we had this greatest gig in the world, 
and we let him put us down. With somebody 
else, there would’ve been a little bit of push-
back on everybody’s part. The next day Miles 
realized, “Maybe I was tough on this guy,” 
and he would compliment you. Then you’d be 
like, “oh, Miles likes me.” It was a whole thing. 
I think it’s like that for anybody in power, they 
have this power over people, and sometimes 
they might abuse it. For me, it was great to be 
around him, because I was a student, and am 
a student, of jazz music, and very interested in 
the history of it. He would talk about the older 
music, Charlie Parker and all the guys from 
the ‘40s and ‘50s that he played with. It was 
like going to school, in a lot of ways. He didn’t 
want to play bebop at all, because he thought 
that was actually impossible to do. He thought 
you can’t go back to that, he associated that 
with a period, at a time when it was in the air. 
The jazz-rock music that he was interested in 
developing was very related to that. That’s the 

way he looked at music, from his background, 
which was jazz. We were playing funk, but he 
was playing something else on top of it that 
was very much jazz music. He wouldn’t play 
cliches and stuff, he had extended his jazz vo-
cabulary on the trumpet, and was playing it in 
the funk idiom of 1984.

On Decoy, he was into some blues on that. He 
loved the blues. I remember him talking about 
older blues artists, and even Lightnin’ Hopkins. 
He had me go out to Manny’s Guitar Store 
and pick him out a guitar. He wanted to have 
it around and mess with it. He was also into the 
rock music that was happening. I remember 
he was listening a lot to groups like DeBarge. 
One time I went to his apartment, and he was 
playing along with a DeBarge record. He was 
looking for tunes to play, that he could put his 
thing on, that would work with Miles. Stuff that 
he could take from the pop mainstream, ideas 
and songs. That’s why we recorded Cyndi Lau-
per and Michael Jackson tunes. He was look-
ing for tunes that he could play and things that 
could inspire him to come up with original com-
positions that would be based on some other 
stuff that he had heard to keep it going. 
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I think playing with Miles gave me the confi-
dence to go on and keep going. I mean, jazz 
and creative music is a rough field as far as 
making a living and to stay with. And Miles, to 
have him approve of what I did gave me the 
confidence to really go ahead. I see my career 
as sort of Before Miles, then After Miles. I fig-
ured if he liked it, then OK, let’s do it. Because 
a lot of self-doubt went away after I had his 
approval. All of a sudden everybody knew 
who I was. I was known somewhat in the jazz 
world in New York and I’d already gone to Eu-
rope a bunch and played with my own bands 
over there. But after I joined Miles, it changed. 
I started to make records. I started playing 
more in the fusion genre; before, I had been 
doing more straight-ahead type of stuff. 

Listen to Miles — what he was playing, what 
he had us playing. I want people to hear there 
was some real music going down. This was 
Miles’s very serious commitment to improvised, 
spontaneous African — American music, and 
he was dead serious about the art form along 
with playing to a huge audience and being a 
pop star. The guy was really about the music.



DARRYL JONES, bassist

Miles’s nephew, Vince Wilburn, Jr., and I grew up 
like playing in the music scene in Chicago. And 
Miles was just back from Japan. Vince had been 
with him kind of as his personal assistant. Miles 
decided to make a change in the bass chair, and 
asked Vince if there’s anyone he should hear. And 
I was among those who Vince called that day. I 
just happened to be 
the one who answered 
the phone. I was on the 
phone with Vince and he 
said to me, “Miles wants 
to hear you play over the 
phone.” I did not end up 
playing over the phone, 
but I spoke to Miles that 
day and he asked me to 
come to New York and 
audition. I went to New 
York the next day and 
played for him, and he 
hired me.

He asked me to play a B-
flat blues, real slow. And so I started playing, and 
he actually grabbed the bass and said, “slow.” 
And so I started playing slow. And he grabbed 
the bass again and said, “I mean real slow.” He 
put on a tape of a recent performance and said, 
“Just play along with it. Just play what you would 
play in that situation.” So I did that for a few mo-
ments. He and Vince got up and walked out of the 

room and Vince came back and said, “You got 
it.” And I said, “Well, no, I want him to tell me.” 
So he went and got Miles and Miles came out 
and told me, “You got it.” It was kind of an inter-
esting situation for me because my background, 
the guys who I grew up playing with, they were 
all huge fans of Bitches Brew and Agharta and 
those records where guys were kind of doing 
funky jazz. And so I was really weened on that 
kind of playing. So that when I arrived in his 
band, that part of it I had some experience do-
ing, just kind of improvisational, funky improvi-
sations. And then playing ballads with Miles, it 
was like playing a ballad with a vocalist. He was 
the least brass — sounding brass player that I’ve 
ever heard. It was like a voice.

One of the first things I learned with Miles was to 
listen. To listen to the musicians around me and 
to allow that to inform what I play. Not the stuff 
that I’d been practicing or the stuff that I wanted 
to show somebody I knew how to play, but to re-
ally listen to the musicians around you and play 
with them and choose what you play based on 
what you’re trying to do with the music.

I joined the band in the Decoy days. On the sec-
ond side, there’s a tune that starts with me play-
ing this thump thing. But “Decoy,” for instance, 
the title song, it’s a tune that Bobby Irving wrote. 
Great bassline, I’m playing it with my fingers 
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and we’ve run it and played through it once 
or twice. Not even really all the way through 
it, just everybody working out their parts. And 
Miles said, “Okay, let’s take one.” And he looks 
at me and he says, “Darryl, thump it.” I’m like, 
“What part?” And he says, “All of it.” And so, 
I just did it. I didn’t know I could do it, but that 
was, again, one of those things that he was fa-
mous for, poking and prodding you, and sug-
gesting you do things that you don’t know are 
inside your ability. But they are.

I think that the Miles Electric Band that Vince 
leads, that’s us trying to take the things that we 
learned with Miles, those concepts, and move 
them forward. Vince hires different kinds of 
world percussionists. He hires electronic per-
cussionists. He hires DJs. So I think that using 
elements that we think, well, what would Miles 
be doing now? And it’s impossible. Him being 
the kind of enigmatic person that he was, it’s 
impossible to know for sure. I think if he had 
lived longer, he would have found the guys who 
were doing things that he found really, really 
groundbreaking, and that would’ve become a 
kind of background for what he was doing. His 
legacy is to keep moving forward.



MARCUS MILLER, bassist

I was playing bass around New York doing ses-
sions for R&B groups and jazz groups. Some-
body gave me a call, a contractor named Gene 
Bianco. He was the guy who called musicians 
for producers, saying, “Hey I’m putting together 
this date for so-and-so. Can you make it?” Then 
he says, “I got a date for you for Miles Davis.” 
And I’m going, “Wait, the Miles Davis? So I went 
to the date, and this had to be 1980, and it was 
the arranger Paul Buckmaster. We had all these 
arrangements laid out, but Miles never showed 
up. So I went back to doing what I was doing. 

A year later, 1981, I’m on a session and I got 
a note from the receptionist that said, “Call 
Miles.” So I’m like, “Is this really him?” During 
the break I called the number and it was him. 
And he said, “Hey, man. I’m putting together a 
session at Columbia Studios in a couple hours. 
Can you make it?” I’m like, “Yeah, sure. Is this 
you?” And he said, “Yeah.” I said, “You going 
to be there?” He said, “Yeah, motherfucker, I’m 
going to be there. You going to be there?” I said, 
“OK, OK. Sounds like you.” So a couple hours 
later I went to the studio, man. 

He was very alert and very cryptic in his instruc-
tions, his musical instructions. He’d give you two 
notes to play, and then you’d have to figure out 
how to make music out of those two notes. Even-
tually you get comfortable enough to say, “You 

know what? I’m not going 
to sit here and play these 
two notes for a whole re-
cord.” You start adding 
stuff and he’ll tell you to 
stop, he doesn’t like what 
you’re doing. Or he’ll tell 
you, “Yeah, I like that.” I 
got to go to his house the 
next day after that first session. I got to hang 
out with him, and it was just crazy. His house 
looked like the house of somebody who had 
been disconnected for five or six years. There 
were still albums from back in the day on the 
piano. He was looking for something to wear 
in his closet and it was all clothes from the 
early ‘70s.

Dr. George Butler, then the senior vice presi-
dent in charge of jazz at Columbia Records, 
was instrumental in convincing Miles to come 
back and get in the studio. So I guess he 
found the other musicians the same way he 
found me, through word of mouth. We would 
rehearse in Miles’ living room on the Upper 
West Side and they said, “Gigs are going to 
happen.” And I was like, “Oh, wow, man. I 
guess we’re playing with Miles Davis.” We 
knew that everyone’s going to be listening to 
what he was doing. 
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The producer Teo Ma-
cero, you really have 
to give him credit. He 
wouldn’t suggest Miles 
to do anything, short-
en it up or play that 
thing twice. He just let 
Miles do his thing. But 
then he and the engi-

neer were going to the studio with razor blades 
and two tape machines, stuff that you can do on 
a Mac computer today in five seconds, but took 
hours to do back in the day. He’d say, “You hear 
that melody that Miles just played, that eight 
bars? I need four copies of that because that’s 
going to be my melody.” And he would literally 
construct the tunes. Teo was an arranger and you 
need to have an arranger’s mind to go, “Okay, 
this thing is freeform, but I need to give it a little 
bit of structure so let me repeat this section.” Be-
cause as soon as you repeat something, it sounds 
like it was done on purpose. Miles would always 
say, “If you make a mistake, play it twice.” You 
really want to do well because there’s a good 
chance you’d be hearing what you play for the 
rest of your life. We figured that Miles hadn’t 
played a note in the studio in at least five years. 
If he comes and coughs on the mic, they’re going 
to put it out. So we figured, yeah, this is going to 
be released. 



The crowd, from what I could tell on the 
stage, loved the new material. But what 
did they love? They loved different things. 
Some of them loved the music we were play-
ing, some of them loved the energy that the 
young musicians had, some of them loved 
just seeing Miles still alive and breathing and 
playing the horn. So it was always celebra-
tory. When we played in Tokyo, man, we 
played in a parking lot and I couldn’t see the 
end of the audience. It was a massive sea of 
people because Miles was that legendary 
in Japan and he was back. Every once in a 
while, we’d swing at the concerts. And Al Fos-
ter and I would look at each other like, “OK, 
we finally got a little bit.” Because usually we 
were playing in a more funky style. But we 
were dedicated, man. That brought the en-
ergy, and we were hungry, and we were ex-
cited. Miles would feed off of that. We didn’t 
realize at the time, but that’s what he was 
looking for from us.

Miles didn’t do stuff because he thought 
it would be cool. He dressed because he 
thought it would be cool, but musically, he 
truly felt what he was doing. A lot of us, es-
pecially when we’re coming up, were looking 
at guys like John Coltrane and Miles Davis — 
like, “What would Miles do?” But I never got 
the feeling that Miles was wondering what 
anybody else would do. I got the feeling 
that he was following his own instincts, and 
he doesn’t worry about what people are go-
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ing to say about it. He trusted his intuition. You 
can get all your scales and your arpeggios and 
your technique together, but learning how to 
trust your intuition, and go with what you feel 
is right, is not the easiest thing to do. Especially 
if your first attempts at trusting your intuition 
don’t work out, people don’t dig what you are 
doing. Staying with it takes some fortitude and 
Miles had that. At a certain point, you heard 
him make a decision, “I’m more comfortable 
with space. I’m more comfortable with lyricism. 
I’m more comfortable with making sure I’m 
swinging. I’m more comfortable with not play-
ing every note, just playing the nice ones.” You 
heard him shift, and that’s when he became 
Miles Davis.

There are college courses taught on records by 
Miles in the ‘80s. I know for a fact that there 
are kids who are so inspired by that music that 
other people have just dismissed. Do I think 
that the stuff that was done in the ‘80s is as 
classic as Kind of Blue? Heck no. When we 
made that stuff in the ‘80s, Miles was 55; he 
died at 65. How many musicians at that age 
are creating something new that people are 
arguing about? Most of them are just playing 
a beautifully refined version of something they 
created when they were 22, 23 years old. But 
that wasn’t him. He was filming commercials. 
I was happy to see Miles selling places out at 
64 years old. And he was playing well. And 
he was playing with feeling and conviction. He 
was a pop star.



MIKE STERN, guitarist

I was playing a gig with Bill Evans (the 
saxaophone player) in Boston. Bill really 
liked my playing and said he was going 
to tell Miles about me. 
And then I was playing 
with Billy Cobham at The 
Bottom Line in New York 
about six months later. 
Bill called me up on a 
payphone and brought 
Miles. He said, “Guess 
who I’m bringing by, so 
play your ass off.” So 
I did the best I could. 
Miles came down and 
really liked it. So he ac-
tually called Billy off the 
bandstand while we were 
playing. All of a sudden, 
we turned around and Billy had disap-
peared for a minute. Miles was backstage 
telling him, “Tell your guitar player to be at 
studio B at Columbia Records at six o’clock 
tomorrow.” He asked me to overdub on 
something that had already been played 
on that first record, on The Man With the 
Horn. A week later, we cut “Fat Time” with 
the whole band, with Marcus Miller and Al 
Foster. Then Miles told me, “We’re going to 
go on the road.” 

I said, “Great. Who’s playing keyboards?” 
He said, “Nobody. Just you.”
“Oh, shit. Okay. Good luck.”

But it worked out. 
Miles really had a 
concept that was 
already kind of 
in his brain. They 
recorded a lot of 
that live stuff and 
it’s still amazing. 
I’m a big fan of 
Miles’ stuff, but 
his more tradition-
al stuff. We were 
always trying to 
get him to do a 
little bit of swing-

ing out and he snuck it in there a little bit 
with a different version of something on that 
record, on We Want Miles, the song “My 
Man’s Gone Now.” But he didn’t want to do 
that. He kept telling me, “Turn up and play 
like Jimi Hendrix. But in my way.”  That’s 
the kind of the vibe he wanted. It’s his band 
and it’s Miles Davis. He’s got something in 
mind. And when we did Star People, it was 

the same kind of thing. It was kind of loose. We’d go into the session and 
something might not be totally written out. Some little stuff was written out 
and he’d kind of make it up. 

Just to play with Miles was like, I was scared to death, of course. I thought, 
“Oh, man, it’s Miles Davis.” And then I thought, “What a great opportu-
nity.” But he was really cool. I mean, Miles had an amazingly sweet side. 
Also because I had big problems in those days in terms of getting strung 
out and drinking all the time. And at one point, he was really worried. He 
called me up and he said he wanted to put me in a rehab upstate. And he 
said, “I’ll pay for it. I’ll pay for the whole thing.” That’s the Miles Davis not 
many people know about. He could be incredibly sweet. Of course, if he 
got pissed off, you’d know about it. But it was sometimes with some humor...
most of the time with some humor behind it. 

But man, there’s no denying he had incredible strength no matter what he 
was going through internally to get to go different places with the music. It’s 
amazing. Because he could have just hung out and stayed where he was. 
And he tried all kinds of stuff in his career. There’s so much you can learn 
from him. I was in awe of his playing, and how big his ears were, and how 
he could make things fit into whatever was going on. There’s only one Miles 
Davis, that’s for sure.  He’s one of the greatest musicians ever in any style 
of music. It’s amazing how he would get everything together and have all 
those cats. And he wanted it loose. Sometimes, when we were in the band, 
when it seemed like things were getting tight, he would change up. He 
wanted to be on edge all the time. That was Miles.
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STEVE BERKOWITZ, producer

Miles Davis was a gifted leader, in and out of 
the studio. He led by how he carried himself, 
by what he played and wrote, and with an 
understood peak of ability and result that he 
expected of his musicians. Like Duke Elling-
ton, Miles was a great band leader — if you 
played in his band, he expected you to bring 
your ‘A’ game and to play new, with feeling, 
and he provided a lot of room to deliver. The 
studio tapes for these sessions record Miles 
saying to his band members ... “What do you 
think?….What are you going to do?…..I liked 
that…that’s corny…Go ahead…play what you 
played before…Play me your eight…What do 
you got…?” 

When Miles delivers “Human Nature,” “Time 
After Time,” and “What’s Love Got To Do With 
It” — he plays again with an excellent band of 
musicians, many of whom who will be in the 
Jazz Hall of Fame. At that time many listeners 
and critics did not accept this new direction. 
The ‘jazz intelligentsia’ was dismissive. But for 
scores of others, this music was their entree to 
Miles and to ‘Jazz’.  Miles Davis never abided 
the critics — he went into the studio to make 
music and art — on his albums he moved for-
ward and did not negotiate what would be on 
them. 

Listening to these recordings you hear a musi-
cian stretching his limits, seeking, experiment-
ing, producing, and evolving. The result is as 
important a part of the Miles Davis canon as 
the music he made in his previous four decades. 

In the 1980’s, once again he changed the sound 
and shape of music to come —  
THAT’S WHAT HAPPENED. 
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that one night, 
after a gig, 
Miles heard 

saxophonist George Coleman riffing and 
running changes in his hotel room. Miles 
knocks, and when Coleman answers, posts 
up curt admonishment, dead in Coleman’s 
eye: “I pay you to practice on the band-
stand.” Delta Blues maestro Robert Johnson 
once also sang this about a possessive muse 
who “got a mortgage on my body and a 
lien on my soul.” 

When you joined Miles’ band back then, 
you got a guaranteed per-annum salary 
that insured his was the only gig you had to 
play. But Miles didn’t just want cats ready 
and able to make the hit. He was also, per 
the Coleman anecdote, claiming creative 
property rights over your spirit. Well, at 
least your musical stream-of-consciousness, 
on, and even off the bandstand. 

In his own Machiavellian way, Miles was fol-
lowing the lead of his great mentor, Charlie 
Parker: the transcendent master who Miles 
remembered throwing his fledgling and in-
ept self off a cliff whenever he stepped on 
Parker’s bandstand. So that story goes, Bird 
would play the head of a tune with Miles 
and then leave Miles by himself on stage for 
what seemed an eternity.  Miles recalled, “I 
threw up every night.” 

The erudite soprano saxophonist Steve Lacy 
once explained that “there’s a prepared 
part to jazz and there’s an unprepared part 

but without the unprepared part it’s not re-
ally jazz.’’ The roots of the music’s vernacu-
lar vitality originally developed out of the 
unprepared parts played by New Orleans 
second line brass funerary ensembles, and 
the Southwest swing-era cutting sessions 
a teenage Miles cut his teeth on in 1940s 
after-hours joints in East St. Louis. 

Miles carried those methods for keeping 
jazz hot over into every band he presided 
over from the ‘50s to the ‘90s. His privileg-
ing of those spicy unprepared parts was 
maintained even in the studio recordings of 
his First and Second Great Quintets of the 
‘50s and ‘60s. 

Herbie Hancock recalls Miles calling the 
band to the studio around ten in the morning 
for no more than a scant few hours, osten-
sibly to get the cats when they were fresh. 
Those lightning tracking sessions produced 
the Second Quintet’s masterworks E.S.P., 
Miles Smiles, Sorcerer, Nefertiti, Miles In 
The Sky, Filles De Kilimanjaro: acoustic 
jazz milestones now religiously pored over 
for 10,000 hours in transcription form by 
contemporary jazz conservatory students 
seeking the holy grail, to little avail.  Track-
ing sheets of those dates reveal that only 
one rehearsal take tended to precede the 
master.  Ornette Coleman once defined the 
music we call jazz as “The Art of The Im-
provisers,” and Miles spent a lifetime being 
dialed in as one the artform’s most devout 
and wizardly practitioners.  

So the story goes After the three-day sessions that produced his game-changing, world-slaying 
Bitches Brew album, Miles expressed a challenging tenet — that the only way to 
arrive at anything new in music was to get the best musicians around and place 
them in situations where they have to play “beyond what they know.” Meaning: 
forced to play cliche-free by being launched into a musical discomfort zone. 
Chick Corea reports that none of the musicians on Bitches knew if what they were 
playing was good bad or ugly, they just knew to follow Miles’ lead. Bennie Mau-
pin, bass clarinetist on the date, recalls being too intimidated to interject even 
one note into the proceedings until Miles whispered in his ear, “Just imagine the 
music is a big boiling cauldron and we’re the witches in here stirring up the pot.’’  

Thanks to then-wife Betty Davis’ intervention, the album slated to be called 
“Witches Brew” became altered to represent Miles’ preferred slang at the time 
for male (!) musical badasses at the time — often used as both noun and adjec-
tive: Herbie is such a bitch of a player. Keith is a bitch on the organ. And so on.

Miles’ interview-affirmed muses in the ‘70s were James Brown, Jimi Hendrix, Sly 
Stone, Marvin Gaye, Al Green (“If Al Green had one tit I’d marry the mother-
fucker’’ was how Miles expressed his adoration for Green in Downbeat, 1972), 
and the German electronic composer, Karlheinz Stockhausen. Eventually this 
soulman-to-sternklang meister mixture of muses morphed into the guitar-centric 
Septet captured in fully-improvisational acid-funk mode on Get Up With It, the 
live recording Dark Magus (recorded in 1974 at Carnegie Hall), and the now 
legendary, volcanic live in Japan sets, Agharta and Pangaea, both recorded in 
Osaka on the same day, February 1, 1975, and both showcasing the ‘dragon 
vomit guitar’ (per Carlos Santana’s graphic descriptive) of former Chess studio 
wizard and lifetime AACM* member Pete Cosey.

Miles lamented after hidebound responses to his sagacious and prophetic On 
The Corner album that the era’s Jurassic jazz critics didn’t understand that he 
was “writing for the drum.” It would take the advent and triumph of hip-hop two 
decades later before the non-believers would understand that “writing for the 
drum” was where music was already fast-heading in 1972.  Asked in the 1980s 
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why he changed his music so many times, 
Miles replied “You don’t change music, 
music changes you.’’  He also stridently 
stated: “You don’t play what the critics 
tell you to play, you play what your body 
tells you to play.” In this he echoed his 
great friend James Baldwin, who advised 
younger proteges to “Go the way your 
blood beats.’’

As composite ‘70s Miles releases like 
Jack Johnson, Live Evil, Big Fun and Direc-
tions demonstrated, music was apparently 
working all manner of funky and spunky 
mutational genetic changes on Miles’ 
body and soul every time he touched the 
horn, went onstage, or stalked the studio 
between 1969-1975.

In 1976, Miles withdrew from recording 
and performing for a startling five-year 
hiatus. He returned in 1980 to a popular 
music world, in the midst of being chromo-
somally changed and proto-molecularly 
re-arranged by Rick James, Michael Jack-
son, Lionel Richie, Talking Heads, The 
Clash, Blondie, Prince, The Time, Grand-
master Flash and The Furious Five, Kurtis 
Blow, Run-DMC, LL Cool J, MTV, and the 
rocker-reggae of Bob Marley, Peter Tosh, 
Burning Spear, Black Uhuru, Aswad, and 
Steel Pulse. Miles boldly jumped into the 
fray with an elegantly funk-de-fide new al-

bum, The Man With The Horn, featuring 
a band of young unknowns (true to form) 
that included his nephew Vince Wilburn 
Jr., keyboardist Robert Irving III, bassist 
Marcus Miller, guitarist Mike Stern, and 
saxophonist Bill Evans.  Miles brought a 
brand-new attitude and celebrity-swagger 
to that generation’s art of the improvis-
ers, and their relationship to Black Culture 
streets and guiding principle, sardonically 
dubbed by comedian Flip Wilson as “The 
Church of What’s Happening Now.” 

Marcus Miller, thrown into the breech 
to play on the The Man With The Horn 
album with no rehearsal, comically re-
calls Miles telling him “I want you to 
play F# and you play G. Boom-boom. 
Got it?” Marcus did as he was told, only 
to find Miles stopping the tape, glaring, 
and sniping a verbal rebuke: “Is that all 
you’re gonna play, just F# and G?” Next 
take, the bassist attacked F# and G and 
every other note on the instrument. This 
provoked a withering “What the hell are 
you doing, man? Just play F# and G and 
shut up.’’ At which point Miller realized 
(A) He was being tested, same as Miles 
had been by Bird back in the day, and (B) 
it was his job to “ignore him and just play 
what was best for this music.” 
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After The Man With The Horn was released, Miles threw his band of 
unvetted green tyros to the critical wolves on a world tour.  By the 
time Miles made his fourth ‘80s comeback record Decoy, he had 
established his guiding aesthetic credo for the modern era. In a 1985 
interview with this writer, he deconstructed his epochal preferences: 
“I like strong melodies, broken rhythm, and colors from the synthe-
sizers.”  
        
This modus operandi prevails on these live recordings from Miles’ ap-
pearance at the Montreal Jazz Festival in 1983, featuring Bill Evans 
(saxophones/flute), John Scofield (guitar), Darryl Jones (bass), Al 
Foster (drums),  Mino Cinélu (percussion), and Miles on trumpet and 
keyboard. Versions of this unit, with Vince Wilburn Jr. coming in on 
drums after Foster’s departure, will be heard playing with the Prince 
of Darkness through 1988, when music will again compel Miles to 
swap out his ground personnel. Lessons learned from Parker about 
what combination of materials constitutes a proper jazz set com-
mands the day — ballads, blues and uptempo head-bangers.

Side A of Montreal’s opening number, “Speak,” is co-credited to 
Scofield. It first appears under the title “Speak” on Miles’ Star People 
disc. On the next album, Decoy, the same jaunty and knotty melodic 
head runs over a more frantic live variation — a serpentine horn 
and guitar arrangement that comes snaking in between stabbing 
keyboard bursts, and has been re-titled, “That’s What Happened.” 
Thanks to YouTube, folks can hear the tune hold down the opening 
spot on Miles’ set-lists, straight into his early 1990s curtain call.  

On these sprawling Montreal songs, now accessible on your various 
personal devices, Miles and company were clearly in take-no-prison-
ers mode from the jump.  Miles has said it took him three years after 
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cause when I listen back to it, I was maybe 
a little bit past my years, you know? And 
maybe even some of it was youthful igno-
rance, you know? Like, not being so aware 
of the situation I’m in. So that I could just go 
in and do what I needed to do without fear. 
I didn’t have a lot of fear.” 

“People,” says drummer and nephew Vince 
Wilburn Jr., “don’t know how much Uncle 
Miles was about the groove, man, and how 
much he loved James Brown. When I was a 
kid, he made me listen to ‘The Big Payback’ 
back and forth. And years later, when I 
talked to JB’s drummers Clyde Stubblefield 
and Jabbo Starks, they said Uncle Miles 
used to go and see James Brown and come 
to the side of the stage and just be watching 
them. And one night he just came out and 
told Clyde and Jabbo, ‘You two are some 
bad motherfuckers.’ With Miles, the hard 
hitting came out of him being so about the 
groove. You know, he used to say, ‘Don’t 
cheat the music,’ he’d say. ‘Be true to the 
groove. Be true to the music.’”  

Jones highlights how much time Miles put 
into being a devoted scientist of the groove. 
“We would play a two-hour and 20-minute 
gig and Miles would literally go to the front 
of house engineer afterwards and almost 
beg for the board tapes. Like, ‘Give it to 
me, give it to me.’ Like he was fiending. 
And he’d take that tape, go back to the ho-
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his return to get his sound where he wanted 
it to be. By the time of the Montreal con-
certs, he certainly sounds fully in command 
of his classic beauty and prowess once 
again — albeit after some rough peaks and 
valleys along the way. He’s retired the re-
lentless wah-wah pedal of his ‘70s forays 
into psychedelicized junglefunk, left behind 
the elephantine roars, squeals, and spooky, 
hallucinogenic broken phrases of that high-
voltage Neo-Hoodoo moment in Milesian 
space-time.

For the ‘80s, Miles returned to his bur-
nished and beloved mid-range tone, in-
candescent and iridescent as ever, still 
amplified, still capable of high-flying-death-
defying swoops and slam dunks over his 
daredevil rhythm section’s booming system. 
The Montreal concerts are also showcases 
for the free-blowing shouting and honking 
inventions of Evans’ tenor saxophone espe-
cially.  Scofield points out that in that pe-
riod, Miles would play trumpet and synth 
simultaneously — using the thrilling tandem 
to heighten the band’s intensity, and mimic, 
says Scofield, “the Basie horn section.” 
The guitarist also recalls the origins of the 
“Speak” bulletproof sidewinder of a melo-
dy in a toss — offed moment that occurred 
at Miles’ crib:

“I’ve been in the band for just a little while 
and he asks me to come to his apartment. 

He and Gil Evans were there working on mu-
sic — Gil was involved the whole time I was 
in the band, in the studio and on the road. 
So, Gil had a bass line to some changes that 
Miles had composed. A 12-bar blues start-
ing on the fourth bar. Miles told me, ‘Well, 
just play.’ And I just played over the chang-
es. And then he said, ‘OK, cool.’ Then Miles 
talked about me like I wasn’t even there. He 
said ‘Gil, he’s playing the changes ahead of 
the changes’ — just, some insider jazz stuff, 
you know?’ And then I went home. Next 
day we went in the studio and Gil had writ-
ten out charts for all of us off this line, right? 
Gil says to me, ‘John, you know, that’s some 
of the stuff that you blew at Miles house.’ 
And Miles said, ‘Oh, Gil, don’t tell him that, 
he’ll get a big head, you know.’

“I’m not even sure if that could be called a 
collaboration, but I got a credit on most of 
the stuff that got recorded. He was real cool 
about that. Because, you know, Miles was 
taking everybody’s solos from gigs, from 
rehearsals, including his own solos, and tell-
ing Gil, ‘I like this part, write that out.’ You 
know, Ellington used to do stuff like that.”

Bassist Darryl Jones’ sound on these shows 
has an exceptional degree of lowdown 
thump that you can feel jabbing into your 
chest and punching into the listener’s solar 
plexus. Jones attributes his ramped — up 
bullish sound and the mud-stomping feel 

of his Miles tenure to several factors — his 
gear, his touch, his tender years, and his 
hometown Chicago: “I have a 1966 Fender 
Jazz Bass that I used with him through the 
first year and a half, and on the Decoy re-
cord. So let’s start with that — I had a really 
great instrument. The amp I used belonged 
to Miles’ bass tech, Mark Brennan. Matter 
of fact, Jaco Pastorius and I were using this 
same guy’s amp around town at the time. 
An SVT with Hartke replacement speakers 
that had a lot of warmth but a real metal-
lic quality at the same time. But what re-
ally caused me to attack the instrument in 
a certain way was some things that had 
happened earlier in Chicago from watching 
certain local guys play. 

“One guy named Charlie Hosch, who 
played with The Emotions on a big Earth, 
Wind and Fire gig. They called him Chuck-
aluck, and everybody said, ‘Man, you’re 
good but you gotta hear Chuckaluck play.’ 
And the moment I heard him play, I knew 
exactly what everybody meant. I only 
needed to hear Chuckaluck play for ten 
minutes to really get it! The way he gave 
himself over to the music, in rehearsal, oh 
God I was just gone!  So all these differ-
ent things converged when I started playing 
with Miles. And so my touch on that stuff 
is really me, striking the instrument with a 
certain kind of intention, you know? I think 
that’s what people hear. And it’s weird, be-



found something that worked, you’re hold-
ing on to it. But just as soon as you think 
you got it, he would say, ‘Don’t play that 
no more’. And you’re like, ‘Oh my God, 
am I going to have start all over again?’

“I remember one time, I said to myself ‘He 
doesn’t know what he’s talking about.’ 
And so over a period of a few gigs, I 
morphed back into my original bass line, 
and I thought I was sneaking it in. But then 
one night he said, ‘Well, now I know you 
went back to the bass line that I told you 
not to play that anymore. But if you got to 
play that, well, you go ahead.’ So here I 
am thinking I’m sneaking something past 
him, but man, he heard everything.’’

GREGORY TATE
1957-2021 

Rest In Power, Greg…The World Has Lost Another Insightful Messenger…
We Will Miss You Brother.

-Erin, Cheryl, Vince, and Sony Music/Legacy Recordings

*The Association for the Advancement of Creative Musicians formed in 1965 (and still going strong) by Muhal 
Richard Abrams to support original thought and practice by Chicago’s most visionary players, among them 

Cosey, George Lewis, Roscoe Mitchell, and NEA Jazz Masters Anthony Braxton and Henry Threadgill.

tel and listen to that tape twice. Or some-
times three times before he went to bed. 
So at four o’clock in the morning, you 
would get these calls like, ‘OK, what you 
played, don’t play that’ or, you know, 
‘Do this’ or, ‘like I said, don’t play what 
you play.’ So he was just always trying 
to make it even more happening. People 
talk about the genius, and that’s true. But 
man, he was working at it. He was always 
listening, always tinkering, always trying 
to get to different things. 

“When you rehearsed with Miles after 
you were in the band, it could be like un-
rehearsal. Because he would sometimes 
take away the stuff that you had figured 
out. Like, because the gig was so all 
across the spectrum far as material — like 
you’re playing a blues and then you’re 
playing a jam, then another blues, then 
you’re playing a pop tune — it was some-
times difficult to find stuff that worked in 
all these different situations. So once you 
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CD 1

1. SANTANA (13:06)
(Miles Davis) 

MILES DAVIS: Trumpet and Keyboards 
BILL EVANS: Soprano Saxophone
MIKE STERN: Guitar
MARCUS MILLER: Electric Bass 
AL FOSTER: Drums 
MINO CINÉLU: Percussion 

Original session produced by Teo Macero
Recorded January 1 or January 2, 1983 during the Star People sessions 
Previously unreleased session mix

2. MINOR NINTHS, PART 1 (3:12) 
3. MINOR NINTHS, PART 2 (4:32) 
(Miles Davis) 

MILES DAVIS: Keyboards 
J.J. JOHNSON: Trombone

Original session produced by Teo Macero
Recorded October 20, 1982 at Columbia Studios, NYC by Don Puluse 
and Ken Robertson during the Star People sessions 
Previously unreleased session mix
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4. CELESTIAL BLUES, PART 1 (8:04) 
5. CELESTIAL BLUES, PART 2 (4:00) 
6. CELESTIAL BLUES, PART 3 (5:56) 
(Miles Davis) 

MILES DAVIS: Trumpet and Keyboards 
J.J. JOHNSON: Trombone
BILL EVANS: Tenor Saxophone
MIKE STERN: Guitar
MARCUS MILLER: Electric Bass 
AL FOSTER: Drums 
MINO CINÉLU: Percussion 

Original session produced by Teo Macero
Recorded October 20, 1982 at Columbia Studios, NYC by Don Puluse 
and Ken Robertson during the Star People sessions
Previously unreleased session mix

7. REMAKE OF OBX BALLAD (4:57)
8. REMAKE OF OBX BALLAD SESSIONS (FULL STUDIO SESSION) (7:15)
(Miles Davis) 

MILES DAVIS: Oberheim Synthesizer
BILL EVANS: Soprano Saxophone
MIKE STERN: Guitar
MARCUS MILLER: Electric Bass 
AL FOSTER: Drums 
MINO CINÉLU: Percussion 

Original session produced by Teo Macero
Recorded October 11, 1982 at The Record Plant, NYC, by Jay Messina during 
the Star People sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased



9. FREAKY DEAKY, PART 1 (9:50)
10. FREAKY DEAKY, PART 2 (5:25)
(Miles Davis) 

MILES DAVIS: Trumpet and Keyboards 
JOHN SCOFIELD: Guitar
DARRYL JONES: Electric Bass
ROBERT IRVING III: Linn Drum Programming
MINO CINÉLU: Percussion 

Produced by Miles Davis
Co-Producer: Robert Irving lll
Associate Producer: Vince Wilburn, Jr. 
Recorded June 30, 1983 at A&R Studios, NYC during the Decoy sessions 
This recording comes from a session cassette in the collection of John Scofield 
Previously unreleased session mix

CD 2

1. TIME AFTER TIME [ALTERNATE] (5:53)
2. TIME AFTER TIME [FULL STUDIO SESSION] (8:58)
(Cyndi Lauper-Rob Hyman) 

MILES DAVIS: Trumpet 
JOHN SCOFIELD: Guitar
ROBERT IRVING III: Keyboards 
DARRYL JONES: Electric Bass
AL FOSTER: Drums
STEVE THORNTON: Percussion
Arranged by Miles Davis and Robert Irving III

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded January 26-29, 1984 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased 41

3. THEME FROM JACK JOHNSON (RIGHT OFF)/ 
INTRO (8:30)
(Miles Davis)

MILES DAVIS: Trumpet    
BOB BERG: Soprano Saxophone
JOHN SCOFIELD: Guitar
ROBERT IRVING III: Keyboards
DARRYL JONES: Electric Bass
AL FOSTER: Drums
STEVE THORNTON: Percussion

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded January 27, 1984 at The Record Plant, NYC, by Rob Lorman 
and Tom Swift during the You’re Under Arrest sessions 
Previously unreleased session mix

4. NEVER LOVED LIKE THIS (STUDIO SESSION DEMO) (5:00) 
(Miles Davis-Robert Irving III)

MILES DAVIS: Trumpet
ROBERT IRVING III: Keyboards
DARRYL JONES: Electric Bass
VINCE WILBURN, JR.: Drums, Drum Programming, Percussion
Arranged by Robert Irving III and Miles Davis 

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded January, 1984 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased
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8. HUMAN NATURE [ALTERNATE] (6:00)
(Steve Porcaro-John Bettis)

MILES DAVIS: Trumpet 
BOB BERG: Soprano Saxophone
JOHN SCOFIELD: Guitar
ROBERT IRVING III: Keyboards 
DARRYL JONES: Electric Bass
VINCE WILBURN, JR.: Drums
STEVE THORNTON: Percussion
Arranged by Robert Irving lll and Miles Davis

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded December 26, 1984 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased

9. KATIA [FULL STUDIO SESSION] (10:24)
(Miles Davis-Robert Irving lll)

MILES DAVIS: Trumpet
JOHN MCLAUGHLIN: Guitar
ROBERT IRVING III: Keyboards
DARRYL JONES: Electric Bass
VINCE WILBURN, JR.: Drums
STEVE THORNTON: Percussion
Arranged by Robert Irving III and Miles Davis 

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded January, 1985 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased in full length

5. HOPSCOTCH [SLOW] (5:34)
6. HOPSCOTCH [FAST] (7:01))
(Miles Davis)

MILES DAVIS: Trumpet    
BOB BERG: Soprano Saxophone
JOHN SCOFIELD: Guitar
ROBERT IRVING III: Keyboards
DARRYL JONES: Electric Bass
VINCE WILBURN, JR.: Drums
STEVE THORNTON: Percussion
Arranged by Robert Irving III and Miles Davis 

Produced by Miles Davis and Robert Irving lll
Co-Producer:s Vince Wilburn, Jr.
Recorded December 27, 1984 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions 
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased

                                                                                                                                  

7. WHAT’S LOVE GOT TO DO WITH IT (4:21)
(Terry Britten-Graham Lyle) 

MILES DAVIS: Trumpet    
BOB BERG: Soprano Saxophone
JOHN SCOFIELD: Guitar
ROBERT IRVING lll: Keyboards 
DARRYL JONES: Electric Bass
VINCE WILBURN, JR.: Drums
STEVE THORNTON: Percussion

Produced by Miles Davis and Robert Irving lll
Co-Producer: Vince Wilburn, Jr.
Recorded December 26, 1984 at The Record Plant, NYC by Ron Lorman 
and Tom Swift during the You’re Under Arrest sessions
Mixed by Steve Berkowitz and Dave Darlington in 2022 at Bass Hit Recording, NYC
Previously unreleased



CD3

MILES DAVIS LIVE MONTREAL 
July 7, 1983 
Theatre St. Denis Montreal, Canada 

1. SPEAK (THAT’S WHAT HAPPENED) (12:27)
(Miles Davis-John Scofield)

2. STAR PEOPLE (9:21)
(Miles Davis)

3. WHAT IT IS (6:58)
(Miles Davis-John Scofield)

4. IT GETS BETTER (12:25)
(Miles Davis)

5. HOPSCOTCH (7:51)
(Miles Davis-John Scofield)

6. STAR ON CICELY (9:12)
(Miles Davis)

7. JEAN-PIERRE  (7:34)
(Miles Davis)

8. CODE 3 (6:36)
(Miles Davis)

9. CREEPIN’ IN (10:36)

(Miles Davis)

A 3:31 edit of “Speak [That’s What Happened]”, and a 4:32 edit of “What It Is” 
were originally issued in 1984 on Miles Davis: Decoy (Columbia LP FC-38991, 
and CD CK-38991]

Featuring 
MILES DAVIS: Trumpet and Keyboards 
JOHN SCOFIELD: Guitar 
BILL EVANS: Soprano Sax, Tenor Sax, and Flute 
DARRYL JONES: Bass 
MINO CINÉLU: percussion 
AL FOSTER: Drums 
 
Originally recorded by Guy Charbonneau/Le Mobile Studio Montreal 

Produced for release by Steve Berkowitz, Michael Cuscuna and Richard Seidel 
Mixed by Steve Berkowitz and Dave Darlington, Bass Hit Studio, New York City
Mastered by Mark Wilder, Battery Studios, New York City
Executive Producers: Erin Davis, Vince Wilburn Jr., Cheryl Davis, and Darryl Porter

Thanks to André Ménard and The Montreal Jazz Festival Archives

4544



4746

Executive Producers: Cheryl Davis, Erin Davis, Vince Wilburn, Jr., and Darryl Porter

Box set Produced by Steve Berkowitz, Michael Cuscuna and Richard Seidel

New Mixes by Steve Berkowitz and Dave Darlington at Bass Hit Studios, NYC

Mastered by Mark Wilder at Battery Studios 

Art Direction and Design: Frank Harkins
Product Direction: Gretchen Brennison and Zach Hochkeppel
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